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PREFACE. 



This work is designed for the class of persons designated in the 
language >f music teachers as "new beginners." It professes to 
rapart a knowledge of Harmony, not by essays upon the various 
departments, but by exercises which the student is to write,— or so 
to speak, by a progressive series of problems which the student 
must solve. The text throughout, has for its sole object the expla- 
nation of the principles which must be understood in order to write 
the next succeeding exercise. In many instances, part of a rule or 
principle is explained, while the remaining parts, or the exceptions, 
are not given until long afterwards, for the reason that a knowledge 
of them is not necessary in order to write the next exercise. The 
utmost simplicity of language has been used in the explanations, 
and an attempt made to guard against misapprehension, even on 
the part of an undisciplined mind. It is no part of the design of 
the work to advocate any particular theory, or to take sides on any 
disputed harmonic point. On those points on which theorists dis- 
agree, the explanation which at first sight has appeared most plau- 
sible has been adopted, but no particular investigation of the merits 
of the different theories has been made, nor is any opinion in refer- 
ence to them intended to be expressed. With regard to sources of 
information, the author will merely state that he studied for some 
time with Xavier Schnyder Von Wartensee, a celebrated theorist 
in Germany, and has read most works upon Harmony, published 
in the English and German languages. 

INTERLUDES AND VOLUNTARIES . 

Extemporising interludes and voluntaries, is in reality composing music, conse- 
quently precisely the same course of study is necessary that is required to learn to 
write music, — at least, the most thorough method fbr learning to extemporise well, is 
to learn to write music well, or in other wordsj to study this book through just as 
it is. If, however, the student wishes to attend only to those departments of the 
subject of Harmony which have a direct bearing upon the subject of extemporising 
interludes and voluntaries, he can observe the following directions. On page 23 
two chords only are used, but each measure may be said to form a complete interlude. 
As soon as these two chords are learned, invent other interludes with them, and as 
fast as new chords are learned, invent interludes which shall include them. In all 
places where the direction is given to ** compose tunes and pieces,** invent interludes 
and voluntaries instead. As soon as the invention of interludes is commenced, read 
the remarks on cadences on pages 143 and 205, and always close with a perfect or a 
plagal cadence. After becoming familiar with major and minor common chords, 
study chapter XLIII, and introduce passing notes in the invention of interludes. In 
all places where the direction is given to examine music, (as on page 106^) examine 
written interludes and voluntaries instead, noticing the chords and passing notes 
which compose them. 
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EXPLANATION. 



A knowledge of Harmony, consists in an acquaintance with all the chords into 
which the tonea of the scale can be combined, and a familiarity with the effect pro- 
inced by their various progressions. Experience in teaching has proved that the 
most familiar acquaintance with the rules is insufficient to enable the pupil to write 
correctly or fluently. A course of mental discipline seems necessary to imprest 
the principles of Harmony upon the mind, and impart a familiarity with the effects 
produced by the different chords and progressions, which is as indispensable to the 
musical composer as a familiarity with the signification of words is to an author. The 
course contained in this work is intended to discipline the mind, and impart a knowl- 
edge of the subject, not by rules and principles to be committed to memory, but by 
progressive exercises which must be worked out Before commencing this study, 
students must be familiar with the Elementary Principles of music. Those who 
have studied Thorough Base (see pages 207 and 208,) can omit the first nine chap- 
ters and commence with chapter X. Where it has been necessary to use terms 
connected with the Elementary principles, the expressions common in the church 
music books published in Boston and New York have been employed, and the nota- 
tion taught in them adopted. The paragraphs in large type partake of the nature 
of rules. Those in smaller type are explanations or directions. 



TO TEACHERS. 

The author has had much experience in teaching Harmony, and is confident that 
tins method is easy of explanation, and certain in its results, and that it is impossible 
for any student to work out the exercises correctly, in accordance with the directions, 
without acquiring a practical knowledge of the subject Teachers who are accustomed 
to use other terms than those employed in this work, may at first be embarrassed by 
them. The terms employed in all English works are objectionable, scarcely any of 
them conveying the ideas sought to be conveyed by them. The term " consecutive 
fifth," for example, conveys a very faint idea of its meaning to a mind ignorant of the 
subject of harmony. So with most of the other terms. The plan adopted in 
this work is to explain the rules and principles in language which unmistakably con- 
veys the correct meaning, afterwards "relapsing" into the terms most frequently 
used in other works. 



TO STUDENTS WITHOUT A TEACHER. 

The utmost care must be used not to leave a chapter until it is perfectly understood, 
nor until every direction in it has been complied with. If this is done, each chapter 
will be but a small advance upon the previous one. If two or three chapters are 
imperfectly learned, it will be almost impossible to proceed farther. In the explana- 
tions it is taken for granted that all that has been explained in previous chapters 
■ remembered. If the student is required to do anything which is not explain *i 
m the chapter he is studying, it is because it has been explained previously, ant ii 
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INSTRUCTIONS IN HARMONY. 



CHAPTER L 

LETTERS COMPOSING THE COMMON CHORDS. 

A Common Chord is composed of three letters, so arranged that 
he second letter is at the interval of a third, and the third letter at 
the interval of a fifth, from the first letter. 

The first (or lowest) letter of a chord is called the Fundamental 
(or chief) Note. 

Chords are named after the letters which form their fundamental 
notes ; thus, if A is the fundamental note, the chord is named the 
chord of A, &c. 

There are seven common chords, (one being named after each 
letter in the scale,) viz., the common chord of A, the common chord 
of B, the common chord of C, the common chord of D, the common 
chord of E, the common chord of F, and the common chord of G. 

If the fundamental note of a chord is A, what is the name of the chord ? B ? 
C? D? E? F? G? 

What letters compose the common chord of A ? 

Ans. — A, C , E, because, in the common chord of A, A is the fundamental 
note, and C and E are the letters which are at the intervals of a third and fifth 
from A. 

What letters compose the common chord of B ? C? D? E? F? QT 



CHAPTER H. 

COMMON CHORDS INDICATED BY A FIGURED BASE. 



Give the names of the following common chords. 
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COMMON CHORDS. 



Tbi first of the foregoing chords is the common chord of C. It is a common 
chord because it consists of three letters, the second and third of which are at 
the intervals of a third and fifth from the fundamental (or lowest) note. It if 
the common chord of C, because C is the fundamental note. 

Chords are frequently indicated by figures placed under the base. 

In common chords, the base note of each chord is either the fun- 
damental note, or the third or fifth letter from the fundamental 
note. 

In common chords, when the base note is the fundamental note, 
it is not figured. 

In common chords, when the base note is the third from the fun 
damental note, it is figured 6. 

In common chords, when the base note is the fifth from the fun- 
damental note, it is figured «• 

* 

Name the chords indicated by the following base notes. Each note has no 
figure under it, and consequently each is the fundamental note of a common 
chord, i.e., the first indicates the common chord of C, the second the common 
chord of 15, &o. 




Name the chords indicated by the following base notes. Eaoh note has the 
figure 6 under it, and consequently each is the third letter above the funda- 
mental note, i.e., the first indicates the common chord of A, the second the com- 
mon chord of B f &c. 



66666666 666 6 66 66 666 6 6 



Name the chords indicated by the following base notes. Each note has the 
figures I under it, and consequently each is the fifth letter above the fundamen- 
tal note, i.e., the first indicates the common chord of C, the second the common 
•hord of f, &c. 

2 2 2 2 2 2 2 2 2 2 2 2 2 2 2 2 2 2 2 



CHORDS OF THE SEVENTH. 



Exercise in naming the following chords until the names are 
given with fluency. 




6 6 



6 8 



5 



6 6,6 6 6 6 J 



3: 



6 



S 



6 



j 6 6 6 j 




6 666 6 J 6 j J 6 I 



Hi 



S S 6 ? s 




fllilll 
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6 S 5 4 6 J 6 J 



4=zt 



it 



CHAPTER HI. 

LETTERS COMPOSING THE CHORDS OF THE SEVENTH 

A Chord of the Seventh is composed of four letters, so arrang- 
ed that the second letter is at the interval of a thirds the third letter 
the interval of a fifth, and the fourth letter at the interval of • 
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CHORDS OF THE SEVENTH. 



9e»enth from the fundamental note. In other words, a chord of the 
seventh is composed of a common chord, with a letter added to it 
which is at the interval of a seventh from the fundamental note. 

There are seven chords of the seventh, viz., the chord of the 
seventh of A, the chord of the seventh of B, the chord of the 
seventh of C, the chord of the seventh of D, the chord of the 
seventh of E, the chord of the seventh of P, and the chord of the 
seventh of G. 

What letters compose the chord of the seventh of A ? 

Ans. — A, C, E, 6, — because, in the chord of the seventh of A, A is the 
fundamental note, and C, E and G, are the letters which are at the intervals of 
third, ffih and seventh from A. Or, in other words, because A, C and E 
form the common chord of A, and G is the letter which is at the interval of a 
seventh from the fundamental note (A). 

What letters compose the chord of the seventh of B ? Ct D? E? P? Gt 



CHAPTER IV. 

■ 

CHORDS OP THE SEVENTH INDICATED BT A FIGURED BASE. 

In chords of the seventh, the hase note is either the fundamental 
note, or the third, fifth or seventh letter from the fundamental note. 

In chords of the seventh, when the base note is the fundamental 
note it is figured 7. 

In chords of the seventh, when the base note is the third from 
the fundamental note it is figured g. 

In chords of the seventh, when the base note is the fifth from the 
fundamental note it is figured J. 

In chords of the seventh, when the base note is the seventh from 
the fundamental note it is figured J. 

Name the chords indicated by tho following base notes. Each note has the 
figure 7 under it, and consequently each is the fundamental note of a chord of 
the seventh, te., the first is the chord of the seventh of 0, the second the chord 
of the seventh of A, &c. 

1111 7 7 77 7777777777771 
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CHORDS OF THE SEVENTH. 



Name je chords indicated by the following base notes. Each note bas the 
figures g under it, and consequently each is the third letter above the fund* 
menul note, i.e., the first indicates the chord ci* the seventh of A, the second 
the chord of the seventh of D, &c. 



35 



!ini!!S 8 8 g 8 g 8 8 8 8 8 8 8 g 8 8 8 

Name the chords indicated by the following base notes. Each note has the 
figures f under it, and consequently each is the fifth letter above the fundamen- 
tal note, ue., the first indicates the chord of the seventh of C, the second the 
chord of the seventh of E, &c. 

* ' " J -~ at 




t it I I i i i Mil I I I I IIH f 

Name the chords indicated by the following base notes. Each note has the 
figures | under it, and consequently each is the seventh letter above, or (which 
is*he same thine,) the next letter below the fundamental note, i.e., the first in- 
mcates the chord of the seventh of D, the second the chord of the seventh of 
B, &c. 



an tt a it it an a t 1 1 

Exercise in naming the following chords, until it can be done with perfect 
fluency. 



IS 

1 1 1 



X 



79 4 4 7 « 4476447 
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f J i 



I I a 



TT7 



Si i 7 ! II 
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COMMON CHORfS. 
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CHAPTER V. 



FURTHER REMARKS IN RELATION TO COMMON CHORDS. 



When one or more of the figures 1, 3, 5, 8, are placed under a 
base note, the name of the chord is the same that it would be il 
ihese figures were not expressed. 

Name the chords indicated by the following base notes. Each note has one 
or more of the figures 1, 3, 5, 8, under it, and, consequently, each indicates 
the same chord that it would if no figure was under it, i.e., the first indicates 
the common chord of A, the second the common chord of C, &c. 




I 8 I ? I 



#, b> or t}j when standing alone under a base note, or when 
placed under or over a figure, indicates that the letter which is at 
the interval of a third from the base note is #, b, or fc|. 

Name the chords indicated by the following base notes, and tell what letter in 
each is #, f>, or h. The first base note indicates the common chord of D, with 
Ffcj. The fifth base note indicates the common chord of B, with D# ; the 5 
indicates that the chord is the same it would be if no figure was under it ; and 
the £ indicates that the letter which is at the interval or a third from the base 
note is # 



IB 



*f ^ p 8 ■ fi 



i 
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k, or fc?, when placed at the left hand of a figure, indicates that 
the letter which is at the interval from the base note denoted by the 
figure is fc> or 6|. 

Name the chords indicated by the following base notes, and tell what letter in 
each is #, b» or fcj. 

b* ^ b5 *J 

Ans. — The first is the common chord of C, with G#. The second is the 
common chord of D, with A j> The third is the chord of the seventh of C, 
with B^. The fourth is the common chord of A, with C\y. The fifth is the 
common chord of C, with Eb- The sixth is the common chord of E, with B^. 
The seventh is the common chord of C, with Ofy. The eighth is the common 
chord of D, with F#. 

Remark. The #, b» or ^» ewe 8 not alter the meaning of the figures, as pre- 
viously explained. Thus, #6 means, first, that the base note is the third letter 
from the fundamental note, (i.e., just what 6 alone means;) second, that the 
letter which is at the interval of a sixth from the base note is #. 



CHAPTER VI. 

ORIGINAL USE Or FIGURES. 

When figures were first used to indicate chords, three figures were un- 
doubtedly placed under each base note. The base note was considered as al- 
ways the fundamental note, and the chord was considered as being composed of 
the base note, with the letters which formed the intervals from the base note ex« 
pressed by the figures. 

! ! i ! i f I 



CHORDS OF THE NINTH. 



In 4ie above example the figures are written as they probably were when tha 
figured base was first invented. It will be seen that the three letters represent* 
ed upon the treble staff form the intervals from the base which the figures ex- 
press, i.e., in the first chord the three notes are at the intervals of eighth, 
third, and fifth from the base note, and in the second chord at the intervals of sixth, 
eighth, and third 'from the base note. The first three of the above chords are 
common chords of A. The last four are chords of the seventh of A. From the 
foregoing it will be seen that — 

6 is now used to indicate the chord formerly indicated by | ; | is 
now used to indicate the chord formerly indicated by | ; 7 is now 
used to indicate the chord formerly indicated by 2 ; g is now used 
to indicate the chord formerly indicated by | ; J is now used to in- 
dicate the chord formerly indicated by | ; J is now used to indicate 
che chord formerly indicated by |. 

Remark. — It is immaterial which figure is uppermost. — 1 and f mean the 
uarae thing, as do aiso S and 8, f and |, &c. 

6 may be considered as an abbreviation for the full figuring | ; J 
hr the full figuring | ; 7 for the full figuring J, &c 

The full figuring of chords is sometimes used, instead of the ab- 
breviations. 

Name the chords indicated by the following base notes. 



fj|g 



t 



! IS M ! ! !l M !i I ! ! 

I 

Remark. — A part only of the full figuring is sometimes employed, for 
pie,! for J (6); I for | (7), fee. 



CHAPTER VH 

4 

CHORDS Or THE NINTH. 

A Chord of- the Ninth is composed of a common chord, with q 
etter added to it, which is at the interval of a ninth from the fua- 
* omental note. 
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CHORDS Or THE BLEVENTH. II 

Wiat letters compose tbe ebord of the ninth of A? 

Ans. — A, C, E, B, — because A, 0 and E form the common chord of A, and 
B is the letter which is at the interval of a ninth from the fundamental note. 

What letters compose the chord of the ninth of B ? C? D? E? F? Q? 

In chords of the ninth the base note is usually the fundamental 
note. It is indicated by the figure 9. 

Name tbe chords indicated by tbe following base notes. Each note has the 
figure 9 under it, and consequently each is the fundamental note of a chord of 
the ninth, i.e., the first is the chord of the ninth of C, the second is the chord of 
the ninth of F, &c 

999Q9999999 9 9909 



CHAPTER Vm. 

« 

CHORDS OP THE ELEVENTH. 

A Chord op the Eleventh is composed of a common chord with 
a letter added to it, which is at the interval of an eleventh from the 
fundamental note. 

What letters compose the chord of the eleventh of A ? 

Ans. — A, C, E, D, — because A, C and E form tbe common chord of A, 
and D is the letter which is at tbe interval of an eleventh from the fundamental 
note. 

What letters compose the chord of the eleventh of B ? Cf D? E? F? GT 

In chords of the eleventh, the base note is usually the fundamen- 
tal note. It is figured 4, or sometimes g. 

Name tbe chords indicated by the following base notes. Each note has 4 
or i under it, and consequently each is the fundamental note of a chord of th« 
eleventh, i.e., tbe first is the chord of the eleventh of Q, tbe second the chord 
of the eleventh of B, &c. 

1*1 



Digitized by Google 



14 



DISCORDS. 
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CHAPTER IX 

DISCORDS. 

Common Chords are called Concords. 

Chords of the seventh, chords of the ninth, and chords of the 
eleventh, are called discords. 

Discords are formed by adding to the common chord the letter 
which is a seventh, a ninth, or an eleventh, from the fundamental 
note. 

Two discords are sometimes added to the common chord. 




1 



1 1 



9 
4 



1 1 



In the first of the above examples two discords are added to the 
chord, making five parts. In the second example the same chords are given 
with one of the letters of the common chord omitted, in order to make but four 
parts. 

In the first chord of the above examples the letters which are at the intervals 
of a seventh and an eleventh are added to the common chord, forming a chord 
with the characteristics of both the chord of the seventh and the chord of the 
ninth. 

A chord composed of a common chord, with the letters added to 
U which are at the intervals of a seventh and a ninth from the fun- 
iimental note is called a Chord of the Seventh and Ninth. 

A chord composed of a common chord, with the letters added to 
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it vhich are at the intervals of a seventh and an eleventh from the 
fi .idamental note, is called a Chord or the Seventh and Eleventh. 

A chord composed of a common chord, with the letters added to 
it which are at the intervals of a ninth and an eleventh from the 
fundamental note, is called a Chord of the Ninth and Eleventh. 

When chords containing two discords are used in a four part 
composition, the letter which is the third of the common chord, or 
the letter which is the fifth of the common chord, must be omitted. 

In the second part of the foregoing example, the fifth of the first chord, and 
the third of the second and third chords, is omitted in accordance with this rule. 

Three discords are sometimes added to the common chord. 




in the first chord of the above example, the letters which are at the intervals 
of a seventh, ninth and eleventh from the fundamental note are added to th< 
common chord, making six parts. 

The second chord is the same, with two of the letters of the common chor^ 
omitted, to reduce the chord to four parts. 

A chord composed of a common chord, with the letters added to 
it which are at the intervals of a seventh, a ninth, and an eleventh 
from the fundamental note, is called a Chord of the Seventh, 
Ninth, and Eleventh. 

When a chord of the seventh, ninth and eleventh is used in a 
composition of four parts, the letters which form the third and fifth 
of the common chord must be omitted. 

Remark, — The chords of the seventh, ninth, and eleventh, are precisely th* 
same when combined that they are when but one of these discords appears in 
ehord Exercises upon the two and three discord chords are therefore unnece* 
sary. 



INTERVALS. 



CHAPTER X. 

INTERVALS. 

The difference in pitch between two letters is called an Interval. 
From a letter to the next in alphabetical order the interval if 
tailed a Second. 

Intervals are always reckoned upwards. 

What letter is at the interval of a second from A ? 

Ans.— B, because it is the next letter in alphabetical order above A. 

What letter is at the interval of a second from B ? Ct Dt Et Ft Gt 

From a letter to the next but one in alphabetical order the inter- 
val is called a Third. 

What letter is at the interval of a third from A t 

Ans.— C, because C is the next letter but one in alphabetical order from A 
What letter if at the interval of a third from B ? Ct Dt Et Ft Gt 

From a letter to the next but two in alphabetical order the interval 
is called a Fourth. 

What letter is at the interval of a fourth from A ? Bt Ct Dt Et Ft Gt 

From a letter to the next but three in alphabetical order the in* 
erval is called a Fifth. 

What letter is at the interval of a fifth from At Bt C t Dt Bt Ft Gt 

^rom a letter to the next but four in alphabetical order the in- 
terval is called a Sixth. 

What letter is at the interval of a sixth from At Bt Ot Dt Et Ft Gt 

From a letter to the next but five in alphabetical order the interval 
ts called a Seventh. 

What letter is at the interval of a seventh from A t Bt Ct Dt Et Ft ft* 

Name the intervals in the following example. 



t 
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A second containing a half step (or semitone,) is called a Minob 
Second. 

A second containing a step (or tone,) is called a Major Second. 
A third containing a step and a half step is called a Minob 
Third. 

A third containing two steps is called a Major Third. 
A fourth containing two sfeps and one half step is called a Per- 
fect Fourth. 

A fourth containing three steps is called a Superfluous Fourth. 
A fifth containing three steps and one half step is called a Per- 
fect Fifth. 

A lifth containing two steps and two half steps is called a Di- 
minished Fifth. 

A sixth containing four steps and one half step is called a Major 
Sixth. 

A sixth containing three steps and two half steps is called a 
Minor Sixth. 

A seventh containing five steps and one half step is called a 
Major Seventh. 

A seventh containing four steps and two half steps is called a 
Minor Seventh. 

Minor Seconds. Major Seconds. Minor Thirds. Major Thirds. 



Perfect Fourths. Superfluous Fourths. Diminished Fifths. Perfect Fifths. 
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Minor Sixths. Major Sixths. Minor Sevenths. Major Sevenths. 
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CHAPTER XI. 

THE MAJOR SCALE. 

A series of seven tones, so arranged that there is the interval of 
a minor second between the third and fourth tones and intervals ot 
major seconds between the other tones, is called, the Major Scale. 

This scale may commence on any letter, care being taken that 
the above-named order of intervals is preserved. 

When the scale commences on C, the order of intervals is correct. 
When it commences on any other letter, sharps or flats must be em- 
ployed to preserve the order of the intervals. 

The scale is said to be in the Key of the letter with which it 
commences. 

If the scale commences on A, it is said to be in the key of A, Le., ' key of A 9 
means that A is the first tone of the scale. 



Key of C. 



Key of G. 



Key of D. 




Key of A. 



Key of E. 




Key of B. 





Key of F#. 



Key of 0#. 
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Key of G#. 



Key of A#. 



Key of D#. 




KeyofEfc 



8* 




Key of Bfl. 

88=**^ 



— 



Key of F. 



Key of Bb- 



Key of E[>. 



Key of 



Key of Db- 




Key of CJj. 



Key of Gb- 



fcg: 



:fc 



Key of FtJ. 



E±z*z?:fEz: 



Key of Bbb- 



Key of Ebb- 





: 6rV»-b 

\W h k , - if 






^ " # . « - 







Key of Abb- 




Key of Dbb- 




The sharps or flats which are placed at the commencement o* 
each k;y are said to flJrm the Signature. 
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20 THE MAJOR SCALS. 

The signature of the key of A is three sharps. The signature of the key <* 
A# fa ten sharps. The signature of the key of C is called natural. Natural, 
in this case, means simply that no sharps or flats are necessary to preserve the 
order of the intervals when the scale begins on C, not that it is any more natu- 
ral to sing or play in the key of C than in any other key. 

What is the signature of the key of A T A#? BT B#T Dt D#! ET B# 1 
P 1 F# 1 G t G# 1 

What is the signature of the key of Ab? Abb* BbT BbM Cb? Db* 
Dbbt dbt Ebb? Fbt Gbt 

What letters form the scale in the key of A t 
Ans. — A, B, C sharp, D, E, F sharp, G sharp. 
What letters form the scale in the key of A# f 

Ans. — A sharp, B sharp, C double sharp, D sharp, E sharp, F double 
sharp, G double sharp. 

What letters form the scale in the key of B ? B#? C? 0#? D? ' D#? E? 
m F? F#? Gt G#? 

What letters form the scale in the key of A bt Abb? Bb? Bbb? Ohi Vbl 
Dbb? Eb? Ebb? Fb? Gb? 

There is a key formed by the use of flats precisely like each key 
formed by the use of sharps, and a key formed by the use of sharps 
precisely like each key formed by the use of flats. 

The key of E and the key of Fb are precisely alike, as are also the keys of 

G and Apb> * ne ^ e y 8 °f F# ana * ^b> T°^ 8 can De readily proved by 
playing the scale in these keys on the pianoforte. 

To find the key formed by the use of flats which is the same as 
one formed by the use of sharps, or vice versa, find the difference 
Detween the number of sharps or flats in the signature and twelve. 

What key formed by the use of flats is the same as the key of A ? 

Ans. — The signature of the key of A is three sharps. The difference between 
three and twelve is nine, consequently the key which has the signature of nine 
flats (Bbb) is tn « one required. 

What key formed by the use of flats is the same as the key of A#? B? Cr 
C#? D? P#? E? E#r F#? 

What key formed by the use of sharps is the same as the key of Ab? Abb* 
Bb? Bbb? C? Cb? Db ? Dbb? Eb? Ebb? Ef Fb? Gb? 



t 
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CHAPTER XII. 



VARIETIES OF COMMON CHORDS. 

Chords are named from the letters, to denote their abstract or 
positive pitch. They are also named from numerals, to dencte 
their relative pitch. 

If one of the scale is the fundamental note of the chord, it is called 
the Chord of One ; if two is the fundamental note, the Chord of 
Two, &c. 

The chords when named by numerals are usually designated by 
the Roman figures, I, II, III, IV, V, VI, VII. 



Common Chords in the Key of C. 




Common Chords in the Key of G. 




What letters compose the common chord of I, in the key of D ? 
Ans. — D, F#, A. 

What letters compose the common chord of II, in the key of D? The chord 
of in? IV? V? VI? VII? 

Remark.— It will be well for the student to pass through all the keys in this 
way, telling what letters compose the common chords of I, H, III, IV, V, VI 
nnd VII, in each key. 

A common chord, composed of a fundamental note, a major third 
and a perfect fifth, is called a Major Common Chord. 

The common chords of I, IV, and V, are major common chords. 

A common chord composed of a fundamental note, a minor third, 
•nd a perfect fifth, is called a Minor Common Chord. 



Digitized by Google 



22 



VARIETIES OF COMMON CHORDS. 



The common chords of IT, III, and VI, are minor common chords. 

A common chord composed of a fundamental note, a minor third 
and a diminished fifth, is called a Diminished Common Chord. 

The common chord of VII is a diminished common chord. 

Write the major common chords in the keys of 0, G, D, A, E, B, F#, Qy, 
Db Ab Eb B{> and F. 



Major Common Chords 
in the Key of C. 



Major Common Chords 
in the Key of G. 



Ex. 





IV 



Write the minor common chords in the keys of C, G, D, A, E, B, F#, G j> 
Db, Ab, Eb, Bb, and F. 



Minor Common Chords 
in the Key of C. 



Minor Common Chords 
in the Key of G. 





Write the diminished common chords in the keys of C, G, D, A, E, B, F#, 
Gb, Db, Ab, Eb, Bb, and F. 



Diminished Common Chord 
in the Key of C. 



Ex. 



m 



VTI 



Diminished Common Chord 
in the Key of G. 



vn 



Remark.— It will be well for the student to practice all the chords in all the 
keys upon the pianoforte, first playing the major common chords in every key 
tbcn the minor common chords, and finally the diminished common chords, con» 
tinuing tie practice until fluency is attained. 
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CHAPTER Xm. 

BEST POSITIONS OP COMMON CHORDS. 

A very common progression in all varieties of musit is for the chords of I and 
V to follow each other. 

The following are the best positions for this progression. 



Key of C. 

&XERCI8E No. 1. 




The same example in the Key of G. 

Exercise No. 9. 
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Write the above example in the keys of C, G, D, A, E, B, F#, Gb, Db» 
Ab, Eb, Bb, and P. 

Practice the above example upon the pianoforte, playing it in the keys of C, 
G, D, A, E, B, F#, Gb, Bb, Ab, Eb, Bb, and F, continuing the exercise 
until fluency is attained. 

Remark — ' Progression' means the manner in which chords move, or follow 
each other. 

Another common progression is for the chuiue of I and IV to follow each 
rther. 

The following are the best positions for this progression 
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I IV I 



3 



mm 



Write tbe above example in the keys of C, G, D, A, E, B, F#, Gb, Db, 

Ab, Eb, Bb, and F. 

Practice the above example in all the above-named keys, upon tbe pianoforte, 
continuing the exercise until fluency is attained. 

Tbe following are the best positions for the progression in which the chord of 
II is most commonly introduced. 




I IV II V I 



§ 



Write and practice the above example in the 
examples. 



keys as in the previous 



The following are the best positions for the progression in which the chord of 
til is most commonly introduced. 

Exercise No. 5. 
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Write and practice tbe above example in the same keys as in the previom 
examples. 
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The following are the best positions for the progression in which the chord 01 
V I is most commonly in .reduced. 



Exercise No. 6. 




Write and practice the above example in the same keys as in the previous 
examples. 

Remark. — It is very important that the student should be so familiar with 
the above examples as to be able to play them from memory in every key at any 
time ; in short, so familiar with them that they will never be forgotten. 



CHAPTER XIV. 

FORMS. 

i 

When the base note of a chord is the fundamental note, the chord 
is said to be in the First Form. 

When the base note of a chord is the third, the chord is said to 
be in the Second Form. 

When the base note of a chord is the fifth, the chord is said to be 
n the Third Form. 

- 



Common Chord of C, Common Chord of C, Common Chord of C 
first form. second form. third form. 




When the chords are designated by the Roman numerals, the form 

is usually indicated by a figure placed over the numeral ; thus, { 

2 

denotes the cl ord of one, first form j I the chord of one, second 
form, &c. 



Write the following chords in the key of C — 

12321 32112 1 2 
I III VI II IV VII I V II VI III VII 

vii $ v vl 

Example. 



3 2 3 3 2 
I IV II III V 



im 



&c. 



I in. A A iV." 

Remark. — It is immaterial in what positions the parts upon the treble star? 
are written. The design of the exercise is to impart a knowledge of the forms. 
The chords in the exercise are not designed to nave any harmonic connection 
with each other. 

Write the above exercise also in the keys of G, D, A, E, B, F#, Gb, Db, 
Ab, Eb, Bb, and F. 

Best positions for a progression consisting of the common chords 



Exercise No. 1. 
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Write the above exercise in all the keys, and then practice it thoroughly in 
•11 1 hi ksys upon the piano until the ability to play it from memory is attained 
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Remark.— The keys which have the signatures 7, 8, 9, 10, and 11 sharps, 
being precisely like those which have 5, 4, 3, 2, and 1 flats, and the keys 
which nave the signatures 7, 8, 9, 10, and 11 flats being precisely like those 
which have the signatures 5, 4, 3, 2, and 1 sharps, it is not customary to use 
more than six sharps or flats for signatures. When directions are given to write 
or play an exercise in all the keys, it will be understood that in all cases th» 
keys of C, G, D, A, E, B, F# Gb, D[>, Afc, Eb, Bb, and F, are meant 

Best positions for a progression consisting of the common chords 

imrVnfvi 



Exiroisx No. 2. 




JtJL 




0 0 0 



m 



Write and practice the above exercises in all the keys. 

Best positions for a progression consisting of the common chords 

1 ft f v ri if v i 

Exercise No. 3- 
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Write *nd practice the above exercise in all the keys. 



Write and practice the Mowing exercise in all the keys. 
ExXBCMI No. 4. 
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Kkmabk. — The exercises in this and the previous chapters are progressions 
(or gmcoessions) of common chords which «cur very frequently in all kinds of 
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music. Chords can succeed each other in an infinite variety of progressions, 
and composers are continually inventing new arrangements. In a treatise on 
harmony it is only possible to notice the most common successions. If the stu- 
dent has followed the directions, he is now practically familiar with progressions 
of common chords, some of which will be found in every strain of nearly every 

ries of music. It will be noticed that in each of the exercises of this and the 
ious chapter, that each succession of chords is written in three different po- 
sitions. These positions are explained in Chapter XVI. 



CHAPTER XV. 



When two parts move the same way, they are said to progress 
in Similar Motion. 

When one part moves and the other remains stationary, they are 
said to progress in Oblique Motion. 

When two parts move in different directions, they are said to 
ress in Contrary Motion. 



Similar Motion. Oblique Motion. Contrary Motioa, 





Rule I. — Two parts which form perfect fifths in a chord, must not 
form perfect fifths in the next chord, unless they progress in obliqu* 
or contrary motion. — — - 

Remark. — This is commonly called the rule of consecutive fifths. The mean* 
ing of the rule is, that if two parts (the treble and alto for instance,) form per* 
feet fifths in a chord, those two parts (i.e., the treble and alto,) must not form 
perfect fifths in the next chord, if they progress in similar motion. Observe 
that the rule does not forbid such fifths if made by different parts, (i.e., if the 
treble and alto form perfect fifths in a chord, it does not forbid the treble and 
tenor, or the alto and base, (&c.) from forming perfect fifths in the next chord, 
but only forbids consecutive perfect fifths between the same parts, (i.e., if the 
treble and base form perfect fifths in a chord, the treble and base must not form 
perfect fifths in the next chord ; or if the tenor and alto form perfect fifths in 
ehord, the tenor and alto must not form perfect fifths in the next chord, etc. , &c ) 
Observe, also, that the rule forbids such fifths only when the two parts progress 
in similar motion ; that the prohibition is against perfect fifths only, (not against 
diminished fifths); and that it does not forbid consecutive fifths between two 
parts in consecutive chords when the two parts are stationary 

[3*] 



MOTION. 



Consecutive perfect fifths between 
two parts progressing in 
motion. Wrong. 



Consecutive perfect fifths 
two parts progressing in oblique 
motion. Right. 



3! 



1 



i 



f T 



Consecutive perfect fifths between 
two parts progressing in contrary 
motion. Right. 



l 



Conseaitive perfect fifths between 
two pirts which remain stationary 
on the same degrees of the scale. 
Right. 



r 



f=f 



I 



Consecutive diminished fifths pro- 
gressing in similar motion. Right 



Consecutive perfect fifths between 
the upper and lower parts in the 
first chord, and the upper and 
middle parts in the second chord. 
Right. 

Remark. — The term " Consecutive Fifths/ 1 is always understood to 
wean consecutive perfect fifths, although the word 11 perfect" is not usually 
expressed. 

Point out the consecutive fifths in the following example. 
Exercise No. 1. 



o J i J 



1 2 3 4 5 6 7 8 9 10 11 12 13 hi 15 16 17 18 19 20 21 
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Remark. — In all exercises in this work, the highest part will be consi- 
dered" as the treble, the second part as the alto, and the third part a* iki 
ecor. 
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In the foregoing example the alto and base form consecutive fifths in the 
5d and 4th chords, the tenor and base in the 5th and 6th chords, the treble 
and tenor in the 7th and 8th chords, the tenor and base in the 10th and 
1 1th chords, the treble and base in the 13th and 14th chords, the treble and . 
alto in the 15th and 16th chords, and the alto and tenor in the 1 8th and 
1 9th chords. 



CHAPTER XVI 

■ 

CLOSE HARMONY. 

When chords are so arranged that all the letters composing the 
shord, except the base note, are placed as near the treble as possi- 
ble, the chord is said to be in Close Harmony. 



tn the above example, the common, chord of C is arranged in close har- 
mony in three positions; i.e., the letters composing the common chord of G 
are placed as near the treble as possible. 

When the letter which is the fundamental note is the treble note, 
the chord is said to be in the First Position. 

When the letter which is the third is the treble note, the chord 
is said to be in the Second Position. 

W\en the letter which is the fifth is the treble note, the chord is 
said to be in the Third Position. 

In the above example, the first chord is the common chord of C, first po- 
sition — because the treble note is the letter which is the fundamental note 
The second chord is the common chord of C, second position — because tho 
.reble note is the letter which is the third. The third chord is the common 
ehord of C, third position — because the treble note is the letter which is the 
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When chords are arranged in close harmony, each chord must be 
m the first, second, or third position, unless such an arrangement 
ri dates the rules, in which case an irregular position maybe taker* 

In Exercise No. 6, Chap. XIII, (page 25,) the third chord is placed in 
an irregular position, because a consecutive fifth would have been made, 
(i.e., Rule No. 1 would have been violated,) if it had been in the regukr 
position. In Exercise No. 1, Chap. XIV, (page 26,) the second chord in 
the third measure is placed in an irregular position, because if it had been 
in the regular (third) position, Rule No. 1 would have been violated. 



Point out the chords on the 27th and 28th pages, which are placed in 
irregular positions to avoid violating Rule No. 1. Some of the chords in 
those pages are placed in irregular positions to avoid violating other rules. 
Notice that it is required to point out only those which are so placed to 
avoid violating Rule No. 1. 

Remark. — It w*' be well to notice that the Exercises in Chapters XIII 
and XIV, are all <• ranged in three positions, i.e., the first and last chords 
in the first measure of each example, are«in the first position ; the first and 
last chords in the second measure in each example are in the second posi- 
tion ; and the first and last chords in the last measure in each example are 
in the third position ; the other chords in each measure being arranged in 
the best relations to the first and last chords. 

Write the following exercises in close harmony, using regular positions, 
except where such positions will violate Rule No. 1. 

Remark. — The chords required in the exercises are indicated by the 
figured base. The student must use the treble part here given, i.e., he has 
to write only the two parts next below the treble, placing them so as to form 
a first, second, and third position to each chord, unless such a position will 
violate the rule. In all subsequent exercises, if the treble is printed, the 
student is only required to add the alto and tenor, using always the printed 
treble for his highest note. 



No. 1. 
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Exercise No. 9. 
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Remark. — In the above exercises the student must carefully avoid conse- 
cutive fifths. Care must be taken to notice the progression of each part. 

In the first of the following examples the tenor in the first chord is D 
and it moves to E in the second chord. By so doing it forms consecutive 
fifths with the base. This consecutive fifth is avoided in the second exam- 
ple, by causing the tenor (D) in the first chord to move to C in the second 
cb rd. 





Digitized by Google 



34 CONSECUTIVE OCTAVES. 

CHAPTER XVII. 

CONSECUTIVE OCTAVES. 

The scale may be repeated at a higher or lower pitch. 




i n in iv v vi vn. i n m iv v vi m 

The interval from VII of a scale to I of the scale next above, is a 
half step (minor second). 

The interval from a letter to a letter of the same name in the 
next higher scale is called an Octave. 

For example, the interval from C in the lower scale to C in the upper 
scale, in the above example, is an octave, as are also the intervals fromD in 
the lower to D in the upper scale, from £ in the lower to £ in the upper 
scale, &.C. 

Rule II. — Two parts which form octaves in a chord, must not 
form octaves in the next chord, unless they progress in oblique or con- 
trary motion. 



Remark.— This is commonly called the* rule of consecutive octaves. All 
the remarks which have been made in reference to consecutive fifths, also 
apply to consecutive octaves. 

In Exercise No. 1, Chap. XV. (page 30,) consecutive octaves occur in 
the following chords, viz. in the 3d and 4th chords, between the treble and 
base; in the 5th and 6th, and the 10th and 11th chords, between the alto 
and base; and in the 15th and 16th, and the 18th and 19th chords, between 
the treble and tenor. 

In Exercise No 6, Chap. XIII, (page 25,) consecutive octaves are avoided 
in the second and third chords, by the irregular position of the third chord, i.e., 
if the third chord had been written in the regular second position, the alto 
would have moved from G in the second chord to A in the third chord, 
which would have been in consecutive octaves with the base. 

Point out the chords in the exercises in Chapters XIII and XIV in which 
eotsecutive octaves are avoided by irregular positions. 

Write the chords indicated by the figured base in the following exercise* 
taking care that Rules I and II are observed. 

Remark. — In he exercises, which the student is required to write, when 



Digitized by Google 



t • 



CONSECUTIVE OCTAVES. 



3« 



p -egressions occur like those of which examples were given in Chapter* 
Xlfl and XIV r it will be well for him to imitate those examples. 

Exercise No. 1. 
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ExSBCISE No. 2. 
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CHAPTER XVm. 

MODULATION. 

A tune or piece of music is usually said to be in the key denoted by iti 
signature ; thus, if the signature is one sharp, the tune is said to be in the 
key of G, &c. It is very seldom the case, however, that all the chords ol 
a tune are in the same key. The following example, according to the sig- 
nature, is in the key of C. A close examination, however, shows that only 
the first and last three measures are in that key. The third chord, if in the 
key of C, would be the chord of II. The chord of II, however, must be a 
minor common chord. This (3d) chord is a major common chord, anc* 
consequently is either the chord of I, IV, or V. A comparison with the 
chord next to it proves it to be the chord of V, in the key of G. 



1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 




In the above example the 1st chord is the common chord of I, in the key 
of C. The 2d chord is the common chord of IV, in the key of C. The 3d 
chord is the common chord of V, in the key of G. The 4th chord is the 
common chord of I, in the key of G. The 5th chord is the common chord 
of V, in the key of A. The 6th chord is the common chord of I, in , the key 
of A. The 7th chord is the common chord of VII, in the key of D. The 
Sth chord is the common chord of I, in the key of D. The 9th chord is 
the common chord o£VII, in the key of G. The 10th chord is the common 
chord of I, in the key of'G. The 11th, 12th, 13th, 14th, and 15th chords 
are the chords of VII, I, IV, V, and I, in the key of C. 

When chords which do not belong in the key indicated by the 
lignature are introduced, the chords are said to modulate, and the 
progression is called a Modulation. 

Remark. — It is not easy to give definite directions by which the student 
•an infallibly determine in what key the modulation is. The first requisite 
is always to determine whether it is a major, minor, or diminished common 
chord. If it is a major common chord, it is either the chord of I, TV, or V ; 
ir if it is a minor common chord, it is either the chord of II, III, or VI. 
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A con parison with the chords before or after it, will generally determine in 
what key the chord is. For example, the third chord in the above example 
is a major common chord, and is consequently either the chord of I in the 
key of D, the chord of IV in the key of A, or the chord of V in the key o! 
G. A comparison with the chord after it, renders it easy to determine that 
it is the chord of V in the key of G. If the chord is a diminished common 
chord, the key is of course infallibly determined, for if it is a diminished 
common chord, it is the chord of VII, which will enable the student at once 
to decide what the key is. For example, the 7th chord in the above example 
is a diminished common chord, and consequently is the chord of VII. It is 
the chord of C#, and C# is VII in the key of D, consequently the 7th and 
8th chords in the example are in the key of D. The sharps and flats form 
a tolerably good guide to the key. If F# is the letter which produces the 
modulation, it is tolerably certain that it is the key of G, because Fff is the 
distinguishing sign of the key of G. If G# is the letter which produces the 
modulation, it is tolerably certain that it is the key of A, because G# (in con- 
nection with F# and C#) is the distinguishing sign of the key of A. 

A chord is not allowed to stand alone in a key. At least one 
.ihord, before or after it, must be in the same key. 

When a chord has modulated to another key, the subsequent 

chords are always in the same key with the modulating chord, until 

another modulation takes place. 




The above example is in the key of F. The 6th chord modulates to the 
key of C. No other modulation takes place until the 15th chord, conse- 
quently the 6th, 7th, 8th, 9th, 10th, 11th, 12th, 13th and 14th chords are 
in the key of C. 

Write the following exercises, and place over each chord the Roman figure 
which indicates the chord, i.e., over the first place I, to indicate that it is the 
chord of one ; over the second place IV, to indicate that it is the chord o 
four ; over the third place V, to indicate that it is the chord of five, (in the 
key of G,) &c. 
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Exercise No. 1. 
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Exercise No. 2. 
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Remark. — In all exercises which are given for the student to write, if the 
treWe and base are both printed, (as they have been in all the exercises thus 
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fer,) he ha* only to add the two parts next below the treble Where (as in 
he following exercise,) the base alone is given, the student is to write the 
ull chord, (i.e., three parts on the treble staff,) indicated by the base note. 

Write the chords indicated by the following base notes, carefully avoiding 
the wolation of Rules 1 and 2. 



Exercise No. 3. 
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CHAPTER XIX. 



DISPERSED HARMONY. 



When chords are so arranged that the treble, alto, tenor and base 
parts, are each at their appropriate pitch, they are said to be in Dis- 
persed Harmony. 

Remark. — Chapters XIII and XIV gave examples of some of the mos* 
common progressions of common chords in close harmony. The following 
are principally the same progressions arranged in dispersed harmony. 

Practice the following exercises upon the pianoforte, in the keys of C, G, 
D, A, E, B, F#, Gb. Db, Ab, Eb, Bb, and F, continuing the practice 
until the ability to play them fluently from memory in every key is attained 

Remark. — If the student cannot reach the two notes which form the in- 
terval of a tenth in the first and last chords of each third position, he can 
play the base note of those chords an octave higher. 

Exercise No. 1. 
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Exercise No. 2. 
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Exercise No. 3. 
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Exercise No. 4. 
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Exercise No. 6 
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Exercise No. 7. 
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CONSECUTIVE UNISONS. 



Remark. — The successions of common chords given in tht preceding ex- 
ercise, are such as occur most frequently in all kinds of music. They are 
considered the best positions for the four parts, in the three positions. It ia 
not possible always to retain these positions in musical compositions, but 
composers generally prefer these when they can be taken without violating 
the rules. The design of requiring the student to become perfectly familiar 
with these exercises in all the keys, is, that he may never be at a loss 
with regard to the most desirable positions in which to arrange these 
chords. For example, if he wishes to arrange in dispersed harmony the 

ci.ords ill, iV, the best possible positions are those in Exercise No. 6. If 

he wishes to arrange the chords V, VI, the beet possible positions are those 
i\ Exercise No. 7. If he has practiced the exercises according to the direc- 
tions, he is already perfectly familiar with all the best positions of these 
chords. 



CHAPTER XX. 

CONSECUTIVE UNISONS. —LEADING NOTE. 

When two parts sing the same tone they are said to be in Unisor 

Rule III. — Two parts which are in unison w%th each other in a 
chord, must not be in unison with each other in the next chord. 

Remark. — This is commonly c^led the rule o e consecutive unisons, (or 
consecutive primes). All the remarks in relation to consecutive fifths and 
octaves, also apply to consecutive unisons. 
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In the 2d chord of the receding example the tenor and baae are in uni* 
•on, and these two parts \re also in unison in the 3d chord, consequently 
the tenor and base form consecutive unisons in the 2d and 3d chords. The 
treble and alto form consecutive unisons in the 6th and 7th chords, and the 
alto and tenor form consecutive unisons in the 9th and 10th chords. 



Remark. — When a part does not ascend or descend, but remains upon 
the same degree of the scale, it is not considered as possessing motion, con- 
sequently in such progressions Rules 1, 2 and 3 cannot be violated. In the 
1 1th and 12th chords of the foregoing example the tenor an4 base are in 
unison, but as thbjr remain stationary upon the same degree of the scale, the 
rule is not violated. 



VII of the scale is called the Leading Note. 



Leading Note 
in the key of G. 



Leading Note 
in the key ofG. 



m . vil 



Leading Note 
in the key of D. 



ill** 



VIL 



Rule IV. — The part which sings the leading note, in the next 
chord must sing the nest tone above the leading note. 

In Exercise No. 3, Chap. XIV, (page 27,) the part which has B in the 
fourth chord, has C in the fifth chord, to avoid violating this rule. 



Remark. — Some rules are considered of more importance than others. 
The rule of the leading note is one of the least importance, or, in other 
words, it is one which may be broken when there is a good reason for violating 
it. Most composers hold that the rule of consecutive fifths (Rule No. 1,) 
must never be violated. In Exercise No. 2, Chap. XIV, (page 27,) in the 

progression ill, iV, either Rule No. 1 or Rule No. 4 must be violated, for 

if the part which has the leading note (B) in the chord of III, should have 

the next note above the leading note (C) in the chord of jHt, the treble and 
base would form consecutive fifths. Rule No. 1 being considered of much 
more importance than Rule No. 4, it is observed, and Rule No. 4 is vio» 
lated. 
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CHAPTER XXI. 

DIMINISHED COMMON CHORDS. 

« 

Chords which produce a pleasant sensation to the 
Concords. 

Chords which produce an unpleasant sensation 
called Discords. 

Major and minor common chords are concords. 
Diminished common chords are discords. 

Remark. — The term " Discord, ' as it is used in harmony, has two signi- 
fications, sometimes applying to the whole chord, (signifying that the effec 
produced by the chord is unpleasant,) and sometimes applying to the single 
part of the chord which produces the unpleasant effect. For example, the 
diminished common chord is called a discord, because the sound produced 
when that chord is played or sung, is unpleasant It is the tone which forms 
the interval of a diminished fifth from the fundamental note, however, which 
produces the unpleasant effect, consequently this tone is called the discord. 
That this is the tone which produces the unpleasantness, may be readily 
seen, by substituting for the tone which forms a diminished fifth with the 
fundamental note, one which forms a perfect fifth. The unpleasant sensation 
will disappear, and the chord will become a concord, (a minor common 
chord). 

Rules relating to the progression of discords, apply to the single 
part of the chord which produces the discordant effect, and not to 
the entire chord. 

The tone which produces the discordant effect is allowed to move 
only one degree. 
There are three varieties of discords. 

Discords of the first class produce only a slightly unpleasant 
effect. In discords of this class the tone which produces the discor- 
dant effect is allowed to ascend or descend. 

Discords of the second class produce a harsher effect than those 
of the first class. In discords of this class, the tone which produces 
the discordant effect is allowed only to descend. 

Discords of the third class produce a very harsh effect. In dis- 
cords of this class, the tone which produces the discordant effect 
requires a preparation, and is allowed only to descend. 



ear are called 
to the ear are 
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Remark. — The expression, M the tone ia allowed to move, d&c," strictly 
speaking, is incorrect, inasmuch as a tone cannot move. It is an expression, 
however, commonly used in harmony, for brevity's sake. The meaning is, 
that "that part (base, treble, &c.,) which sings the tone which produces 
the discordant effect, must move, &c." In other words, " the part which 
has the tone which produces the discordant effect, in the next chord must 
have the tone next above or below it," (as the case may be). It is also 
common to say, " the fifth must move so and so," " the seventh must move 
so and so, &c." These expressions are literally incorrect, but they will 
nevertheless be used in this work for the sake of brevity. It will therefore 
be understood that the expression " the fifth must move," &c, &c, means 
' 4 that the part which sings the tone which forms the interval of a fifth ftom 
the fundamental note of a chord, must move," &,c, &c. In other words, 
the part which has the tone which forms the interval of a fifth (&c.) from 
the fundamental note of a chord, must in the next chord have the tone next 
above or below that tone. 

Rule V.— - The diminished fifth must move but one degree, ascend- 
ing or descending. 

The diminished fifth is a discord of the first class. It produces but a 
slightly harsh or unpleasant effect, and is therefore allowed to ascend or 
descend. Discords of the second and third classes are allowed only to descend. 
The meaning of Rule V is, that that part which sings the tone which forms 
the interval of a diminished fifth from the fundamental note, in the next 
chord must sing the tone next above or next below it 

The exercises in the previous chapters have contained only major and 
minor common chords, i.e., only the chords of I, II, III, IV, V, and VI, 
have been employed. It will now be necessary to become familiar with the 
most common progressions of the chord of VII. This is a diminished con. 
mon chord, and contains a diminished fifth. As its fundamental note is the 
leading note, the progression of this chord is much circumscribed, for its 
fundamental note can only ascend according to the Rule of the leading note, 
(Rule 4,) and its fifth can only ascend or descend according to the Rule of 
the diminished fifth, (Rule 5.) 

Practice the following exercises (except those printed in small notes,) 
in all the keys 

Exercise No. 1. 

J 1 1 

\ ra i 



Digitized by Google 



46 



DIMINISHED COMMON CHORDS. 




Exkkcise No. 3. 
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Remark. — It will be readily seen that in all discords the motioi of one yt 
wore of the parts is circumscribed. The number of positions, (regular and 
irregular,) in which chords may be arranged is very great, but each common 
chord has but three forms. In the foregoing exercises, examples are given 
of each form of the chord of VII, going to each form of the chord of I* 

miking in all nine progressions, viz., (1) the chord of going to the 

ch >rd of 1 , (2) the chord of VII, going to the chord of 1 ; (3) the chord 

of VII, going to the chord of 1 ; (4) the chord of VII, going to the chord 

of I , (5) the chord of VII, going to the chord of I ; (6) the chord of VII, 

going to the chord of I ; (7) the chord of vll, going to the chord of f ; (8) 

the chord of VII, going to the chord of I ; (9) the chord of VII, going to 

the chord of f . 

The following is a tabular view of these nine progressions : — 



1 1 
vn i 


1 2 

vn i 


1 s 

vn i 


2 1 
VII I 


2 s 

VII 1 


2 3 
VII I 


9 1 

vn i 


3 2 

vn i 


3 3 
VII I 



Two positions of each of the foregoing progressions are given in the exer- 
cises on pages 45 and 46. Although many more positions are possible, if 
the student practices these two thoroughly in every key, he will make him- 
self familiar with the best positions for the progression VII, I. The pro- 
3 l 

gression VII I, in these exercises is printed in small notes, because it can- 
not be made without violating Rule 5, as in this progression the diminished 
fifth (which is the base note) would be compelled to descend four degrees, 

whi.e the rule requires it should descend only one. The progression VII f 
is printed in small notes, because it cannot be made without violating Rule 
4, as in this progression the leading note would be compelled to ascend four 
degrees, while the Tule requires it should ascend but one. The progression 

is printed in small notes, because it cannot be made without violating 

Rule 4. 

3 3 

Remabk. — The progression VII I, in the exercises, is printed in 
small notes, because although not strictly in violation of rule, it is consi* 
dered best that the diminished fifth should descend when it is in the base. 
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The natural progression of all discords is downwards, and although the 
diminished fifth is allowed also to ascend, in consideration of the fact that it 
produces but a slightly discordant effect, it is not deemed advisable that it 
should avail itself of this liber*? when it is the base note. 

* 

Remark. — Discords are allowed to move but one degree. When it ia 
aid that a discord may ascend or descend, the meaning is always that it 
may ascend or descend one degree only. The term 11 discords are allowed 
to move, fcc.,*' is a term common in harmony, although, strictly, incorrect. 
It means, " the part which produces the discordant effect may move, &c." 



CHAPTER XXH 

THIRD FORMS. DIMINISHED FIFTHS. 

Common chords are composed of three letters. In four part com- 
positions one of the letters must be repeated, or doubled, (either in 
octaves or in unison). 

In most cases it is not material which letter is doubled, but in 
some, the one which must be doubled is prescribed by rule. 



Rule VI. — When the common chord of I is in the third form, the 
fifth of the chord must bedoublcd t and the parts which have the fun- 
damental note and third must descend one degree. 




In the first measure of the above example, the chord of I is written in 
close harmony. G is the fifth, and there are two Gs in the chord, one in 
the base and one in the alto. The treble part is the fundamental note, and 
in moving to the next chord it descends one degree ; the tenor ia the third, 

and it descends one degree. In the second measure the chord of ? is writ- 
tei in dispersed harmony. The tenor is the fundamental note, and it 
descends one degree ; the treble is the third, and it descends one degree ; 
the base and Uto are both the fifth, which is, therefore, doubled 
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Remark. — A common chord in the Jirst form produces a pleasanter (or 
more concordant) effect than the same chord in either the second or third 
•orms. A common chord in the second form produces a less concordant 
» fleet than the same chord would produce in the first form, and some liber- 
lies are allowed to the second forms of common chords which are not 
. allowed to the same chords in the first and third forms. A common chord 
in the third form produces a much less concordant effect than is produced by 
.he same chord in the first form, and is aJso less concordant than the same 
chord in the second form, so much so, that by some authors a common chord 
in the third form is considered a discord. These remarks apply to the effect 
produced by a chord when played alone, by itself, and not to effects pro- 
duced by the progression of chords. Although Rule 6 applies to the third 
form of the chord of owe, careful composers apply it to the third forms of all 
the common chords ; and it is recommended to the student, in writing the 
exercises in this work, to observe the rule in reference to the third form ol 
all the chords, unless the construction of the exercise renders its observance 
impossible. 

When a part ascends or descends one degree in obedience io a 
rule, it is said to Resolve. 

When a chord is repeated, or when the tone requiring a resolution 
is repeated in a different chord, the resolution is not required to take 
place until a chord is taken which does not contain the tone requir- 
ing a resolution. 



• 









In the first measure in the above example, the first chord contains a lean 
ing note and a diminished fifth, both of which, according to Rules 4 and 5, 
require a resolution. Neither resolves, however, because the second chord 
is a repetition of the first, in a different position, and both leading note and 
diminished fifth appear in it again. The third chord does not contain either 
the leading note or diminished fifth, so in passing from the second to the 
third chords, they both resolve according to the rules. In the second mea- 
sure the leading note appears in the first chord, in the chord of V, and again 
in the second chord, in the chord of III. It is not, therefore, required to 
resolve in passing from the first to the second chords. It does not appear in 
the third chord, so in passing from the second to the third chord it resolves 
according to the rule. 

m 
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Write the chords indicated by the foregoing base notes, in close harmony. 
It will be noticed that the 5th, 6th, 7th and 8th measures are in the key ot 
G, all the others being in the key of C. In this and all other exercises 
which the student is required to write, he should endeavour to place the 
chords in such positions that when played the exercise will sound well. For 



&C. 



&c 



s 



6 



In writing the above exercise, carefully observe all the rules, particularly 
Rule 6. After writing the exercise in close harmony, write it also in dis- 
persed harmony. 

Rule VII. — A perfect fifth must not follow a diminished fifth, wi 
similar motion, unless the chord containing the perfect fifth is in thi 
wcond form. 
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In the foregoing rule, one of the expressions commonly nsed in harmony 
for the sake of brevity, is employed. It means that if in a chord two partf 
form diminished fifths with each other, the same two parts must not form 
perfect fifths with each other in the next chord, if they progress in similar 
motion, unless the chord which contains the perfect fifth is in the second 
form. It will be seen that this is a kind of consecutive fifths, somewhat dif- 
ferent from those prohibited by Rule No. 1. Observe that this rule does 
not forbid a diminished fifth from following a perfect fifth, nor a diminished 
fifth from following a diminished fifth. 




J • 

In each chord in the above example, the treble and tenor form fifths with 
each other. In the first measure a perfect fifth follows a diminished fifth, 
but it is wrong, because the chord which contains the perfect fifth is not in 
the second form. In the second measure, a perfect fifth follows a diminished 
fifth , and it is right, because the chord which contains the perfect fifth is 
in the second form. In the third measure a diminished fifth follows a perfect 
fifth, and, in the fourth measure, a diminished fifth follows a diminished 
fifth, neither of which progressions are forbidden. 



| CHAPTER XXTTT. 

THE MINOR SCALE. 

A second a half step greater than a major second is called a 
Superfluous Second. 

A third a half step smaller than a minor third is called a Dimin- 
ished Third. 

A fourth a half step smaller than a perfect fourth is called a Di- 
minished Fourth. 

A fifth a half step larger than a perfect fifth is called a Super* 
rLuous Fifth. 

A sixth a half step larger than a major sixth is called a Super- 
fluous Sixth. 
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A seventh a half step smaller than a minoi seventh is called a 
Diminished Seventh. 

A series of seven tones, so arranged that the interval from the 
first to the second tone is a major second, from the second to the 
third a minor second, from the third to the fourth a major second, 
from the fourth to the fifth a major second, from the fifth to the 
sixth a minor second, and from the sixth to the seventh a super- 
fluous second, is called the Minor Scale. 

Remark. — It is customary to express the word " minor,' ' when speaking 
of a minor key, (thus, key of C minor, key of G minor, &c. ;) but it is not 
usual to express the word " major" when speaking of a major key. The term 
"key of C," &c, is understood to mean the "key of C major," &c, 
although the word major" is not expressed 



Key of A minor. Key of E minor. Key of B minor. 




Key of G# minor. Key of D# minor. 



Key of A# minor. Key of E# minor. 




Key of B# minor. Key of Fx minor. 
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Key of Cx minor. Key of Gx minor. 




Key of C minor. Key of F minor. 




Key of A\) minor. Key of Db minor. 



Key of G[> minor. Key of C(> minor. 




[«] 
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What is the signature of the key of A minor? A fkt minor? A sharf 
minor t B minor 1 B Hat minor ? B double flat n inor T B sharp minor 
C minor t C flat minor ? C sharp minor ? C double sharp minor ? D 
minor ? D flat minor ? D sharp minor ? £ minor ? £ flat minor ? £ 
sharp minor? F minor ? F flat minor! F sharp minor? F double sharp 
minor ? G minor ? G flat minor ? G sharp minor ? G double sharp 
minor I 

What key formed by the use of flats is the same as the key of A minor? 
(see page 20^) B minor? B# minor? C# minor? CX minor? D# minor? 
E minor? £# minor? F# minor? Fx minor? G# minor? GX minor? 

What key formed by the use of sharps is the same as the key of A minor? 
A \) minor? Bfc> minor? Bf>(? minor? C minor? C|? minor? D minor? 
l>b minor? Efr minor? F minor? F|> minor? G minor? G[> minor? 

Double flats are always represented by two single flats placed 
together (bb)» 

Double sharps are sometimes represented by two single sharps 
placed together (##), and sometimes by a cross (x), it is immaterial 
which. 

VII of the minor scale must always be a half step higher than 
the signature makes it. 

Sharps, flats and naturals, when placed before the notes, are 
called Accidentals, to distinguish them from sharps and flats in the 
signature. 

In the foregoing examples of the minor scales it will be noticed that VII 
is always raised, by an accidental, a half step higher than the signature would 
make it. This is done in the keys of D minor, G minor, A minor, E minor, 
B minor, F# minor, and C# minor, by placing an accidental sharp (#) before 
it ; in the keys of G# minor, D# minor, A# minor, E# minor, and B# 
minor, by placing a double sharp (x) before it ; and in the key of GX minor, 
by placing a triple sharp (#X) before it In the key of C minor, F minor, 
Bfr minor, E{? minor, Afr minor, Dfr minor, and Gp minor, VII is made a 
half step higher than the signature would make it, by placing an accidental 
natural (4) before it, (thus removing the flat in the signature), and in the 
keys of Cfc> minor, Fj> minor, and Bp[? minor, by removing the double flat 
of the signature (tyb)> m & substituting a single flat in its place. 

The character which represents a sharp (#) always denotes a 
tone a half step higher than would be represented by the note 
before which it is placed, if that note was in the key of C, with no 
accidental before it. 

The character which represents a flat (^) always denotes a tone 
a half step lower than would be represented by the note before 
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flrhich it is placed, if that note was in the key of C, with no acci- 
lental before it 

The character which represents a double sharp (## or x) alwayi 
denotes a tone a whole step higher than would be represented by 
he note belore which it is placed, if that note was in the key of C, 
tfith no accidental before it. 

The character which represents a double flat (bb) always denotes 
a tone a whole step lower than would be represented by the note 
before which it is placed, if that note was in the key of C, with no 
accidental before it. 

The character which represents a triple sharp (#x) always denotes 
a tone a step and a half higher than would be represented by 
the note before which it is placed, if that note was in the key of 
C, with no accidental before it. 

The character which represents a triple flat (bbb) always denotes 
a tone a step and a half lower than would be represented by the 
.note before which it is placed, if that note was in the key of C, 
with no accidental before it. 

The character which is called a natural (&), when it stands alone 
before a note, always denotes the tone which would be represented 
by the note before which it is placed, if that note was in the key 
of G, with no accidental before it. When the character is placed in 
connection with a sharp or flat or J?b) it denotes that a single 
sharp or flat is substituted for a double sharp or a double flat. 



In the above Example, the fourth note is C 9harp. It would have been C 
sharp if the accidental was not there ; and as the sharp simply denotes a tone 
a half step higher than would be represented by the note before which 
it is placed if that note was in the hey of C, without an accidental before it, 
the presence of the accidental does not affect its pitch. In other words, in 
this case the accidental is entirely unnecessary. The last note in the exam- 
ple is F sharp. It would have been F double sharp according to the sign a 
ure, but the " fcttt *' indicate that a single sharp is substituted for a doubl 
sharp. ( 

What letters form the scale in the key of A minor ? A flat minor ? A 
sharp minor ? B minor '? B flat minor ? B double flat minor ? B sharp 
minor? C minor? C flat minor? C sharp minor? C double sharp minor t 
D mind ? D flat minor? D sharp minor ? E minor ? £ fiat minor ? F 
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•harp minor ? P minor ? F flat minor ? F sharp minor? F doable sharp 
minor? G minor? G flat minor? G sharp minor? G double sharp 
Elinor ? 



CHAPTER XXIV. 

COMMON CHORDS IN THE MINOR KEY. 

Like the major scale, (as explained on page 34,) the minor scale 
may be repeated at a higher or lower pitch. 




The interval from VII of the minor scale to I of the scale next 
above is a minor second. 



Common Chords of the Minor Scale. 




The common chords of I and IV are composed of a fundamental 
note, a minor third, and a perfect fifth, and are consequently Minor 
Common Chords. [See page 21.] 

The common chords of II and VII are composed of a funda- 
mental note, a minor third, and a diminished fifth, and are conse- 
quently Diminished Common Chords. [See page 22.] 

The common chord of III is composed of a fundamental note, 
a major third, and a superfluous fifth, and is called a Superfluous 
Common Chord. 

The common chords of V and VI are composed of a fundamen* 
tal note, a major third, and a perfect fifth, and are consequently 
Major Common Chords. [See page 21.] 

What kind of a ohord is I of the minor scale ? 
A.ns. — A minor common chord. 
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What kind of a chord is II of the minor scale? Ill t IV ? VI VI * 
VII ? 

What chords of the minor scale are major common chords ? 
Ans. — The common chords of V and VI 

What chords of the minor scale are minor common chords? Diminished 
common chords? Superfluous common chords? 

What chords of the major scale are major common chords? [See page 
II.] Minor common chords? Diminished common chords? 

» 

What chords of the major and minor scales are major common chords ? 
Ans. — The common chords of I , IV and V, of the major scale ; and V 
and VI of the minor scale. 

What chords of the major and minor scales are minor common chords? 
Diminished common chords? Superfluous common chords? 



CHAPTER XXV. 

PROGRESSIONS IN THE MINOR MODE. 

" Minor Mode" and "Minor Key" are terms used to denote 
music composed from the tones of the minor scale. " Major 
Mode" and " Major Key" denote music composed from the tones 
of the major scale. 

Note. The following are progressions which are constantly occurring 
in minor music. The student should transpose each of them to the follow- 
ing keys, viz ; — E minor, B minor, F# minor, C# minor, G# minor, D# 
minor, D minor, G minor, C minor, F minor, B[> minor, and Efr minor ; 
and practice them thoroughly upon the piano, until he is able to play them 
readily from memory. It will be noticed that the last five exercises are re- 
petitions, in dispersed harmony, of the first five. 



No. 1. 
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Note. — The above are the best positions of some of the most common 
progressions in minor music. If the student has followed the directions, 
he is now perfectly familiar with them. In future exercises where these 
chords are employed, the positions which are given in the exercises of this 
chapter should always be employed except in passages where the rules would 
be violated by so doing. [See " Remark " at the close of page 28.] 



CHAPTER XXVI 

HIDDEN FIFTHS AND OCTAVES. 

Rule VIII.— Two parts must not move to a perfect fifth, octave 
prime, in similar motion, except (1st) when the upper part does not 
skip ; (2nd) when the chord containing the perfect fifth, octave or 
prime, is in the second form, [see page 49 ;] and {3d) when the upper 
of the two parts tn the first chord, and the lower of the two parts in 
the second chord, form a small seventh. 

Remark.— This is called the Rule of Hidden Fifths, Octaves and Primes 
or Unisons). An unpleasant effect is produced by progressions in which 
these hidden fifths, hidden octaves, and hidden primes, occur, which by many 
is supposed to be occasioned by the ear involuntarily supplying the inter mo- 
diate ones in the progression. 
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In t le first measure of the above example, it mil be seen, that if, in the 
progression represented by the large notes, the intervening tones (represent, 
ed by the small notes,) were supplied, consecutive fifths would be made by 
the last three notes in each part. In the second measure consecutive oc- 
taves would be made by the last two notes ; and in the third measure conse- 
cutive primes would be made by the last two notes in each part. 

Examples of two parts moving to a perfect fifth in similar mo- 
tion, which are right ; or, in other words, examples of progression 
in which hidden fifths occur, which are correct. 



Example No. 1. Example No. 2. Example No. 3. 




In each measure of the treble staff in the above examples, it will be seen 
that if the intervening tones were supplied, consecutive fifths would be made, 
i e., hidden fifths are produced by these progressions. In Example No. 1, 
the upper part does not skip, consequently, according to Rule VIII the pro- 
gression is correct, notwithstanding the hidden fifths which are produced 
by it. In Example No. 2, the chord which contains the perfect fifth is in 
the second form, which is one of the exceptions allowed by the rule, conse- 
quently this progression is correct. In Example No. 3, the two parts which 
produce the hidden fifths are the treble and alto. In the first measure, the 
upper of these two parts in the first chord is F, and the lower of these two 
parts in the second chord is G, and G and F form the interval of a minor 
seventh. In the second measure, the upper of these two parts, in the first 
chord, is C, and the lower of these two parts, in the second chord, is D, 
and D and C form the interval of a minor seventh. The hidden fifths pro- 
duced in Example No. 3, consequently, come within the third exception 
stated in the Rule, and are therefore correct. 
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In the preceding example hidden fifths occur in each measure of the tre tie 
staff, and all are incorrect. In the first and second measures the upper 
part skips, consequently these measures do not come within the first excep- 
tion to the rule. In the third and fourth measures, the chords containing 
the perfect fifth are not in tbe second form, consequently they do not come 
within the second exception to the rule. In the fifth and sixth measures, 
the upper of the two parts, (which occasions the hidden fifth,) in the first 
chord, and the lower of the two parts in the second chord, form a major 
seventh, consequently they do not fall within the third exception to the 
rule. 

In Exercise No. 5, page 24, the chord of F in the second measure is ar- 
ranged with both the alto and tenor on A, because, if the tenor had been on 
F, forbidden hidden fifths would have been made. 



CHAPTER XXVH 

THE COMMON CHORD OF II IN THE MINOR MODE. 

The onCy diminished common chord in the major mode is the chord oi 
VII. In the minor mode the chords of II and VII are diminished common 
chords. In the chords of VII, in both modes, the fundamental note is the 
leading note, and must consequently ascend one degree. In the chord of 
II, in the minor mode, the fundamental note is not the leading note, and it 
is therefore at liberty to move up or down, or by skips ; on this account, al- 
though it is the same kind of a chord as VII, its resolution is quite different. 
The object of this chapter is to make the student familiar with the progres- 
sions which can, and with the progressions which cannot be made, with 
the common chord of II in the minor mode. 

A tone which has a fixed resolution may move a minor second 
or a major second, but must not move a superfluous second. 

It will be noticed that the diminished fifth in the chord of II cannot 
ascend without moving a superfluous second, consequently in the chord of 
II it cannot ascend or descend as in the chord of VII, but can only descend. 

The chord of II can resolve to the chords of I, IV, V and VI. To fa- 
miliarise the student with every possible progression of this chord, such 
tables as are described on page 47, are made use of, and one example of 
each progression is given. The student should invent at least two or three 
more examples of each. For instance, one example of the progression 

I ? is given, but many more in these forms are possible, and the studen 

should write at least two or three more of thenu and so with fl J § f. and 
all the others 
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Cannot be 
cause the fifth 
not reaolve. 
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CannoU>e 
not resolve 



When, after a diminished common chord, a chord is used which 
does not contain a tone to which the diminished fifth can resolve, 
it (the diminished fifth) is free. 

When a tone is compelled by the rules to move in a particulai 
manner, it is said to have a Fixed Resolution. Tones which are 
not compelled to move in a particular manner, are said to be Free. 

The chords of IV and VI do not contain the tone to which the dimin- 
ished fifth can resolve, consequently when the chord of II is followed by the 
chords of IV or VI, the diminished fifth is free to move up, down, or by 
skips. It is desirable, however, to let it remain stationary if possible, i. e , 
to let the part which sings the tone which is the diminished fifth in the chord 
of II, sing the same tone in the next chord. For example, in the first 
measure on page 65 the alto has the tone which is the diminished fifth, 
(F,) in the chord of II, and has the same tone (F) in the next chord. 
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When the chord of II is followed by the chord of VII the di 
minished fifth is free. 



The remark has already been made, that when there is no tone in the 
next chord to which the diminished fifth can resolve, it is free, and the fore- 
going remark is but a repetition of the same statement. It seems necessary, 
however, to make the remark in the last named form, because in the pro- 
gression from the chord of II to the chord of VII the diminished fifth 
sometimes ascends a superfluous second, a progression which is allowed in 
the progression from the chord of II to the chord of VII, but is forbidden in 
every other progression. 

Write two or three examples of each progression contained in the follow* 
ing table, and resolve each chord of VII to the chord of I, as in the exam. 
l*les - 
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CHAPT1 



PRACTICAL EXERCISES. 



Write in close harmony the chords indicated by the following base note*. 
:hoosing such positions as will make the best sounding progressions, or, is 
>ther words, make as good a tune with these chords as possible. 



Practical Exercise No. 1. 



■ 



X 



IB 



, l_ 

— L . . 


*:: 







if 



IE 



In all the practical exercises, write under each base note the Roman 
figures indicating the «hord For example, in the above exercise, under the 
6rst base note write I, under the second write V, &c. 

Remark. — The practical exercises are designed to put in practice all the 
student has learned previous to the introduction of each exercise. They 
should be written with the utmost care, and to be sure that all faults art 
avoided, it will be well carefully to examine the chords after they are writ 
ten, and arswer the following questions in reference to each : — 
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1. Is it the right chord? (i. e , the one which the base indicates.) 

2. Is it the right form of the chord ? 

3. Is the chord complete? (i. e., does it contain the three letters which 
are required to form a common chord ?) 

4. Is there a leading note in the chord ? and, if so, is it rightly re- 
solved ? 

5. Is *} rightly used ? [See page 48.] 

0. Are consecutive fifths, octaves and primes avoided? 

7. Is the diminished fifth rightly used 'i 

8. Are there no prohibited hidden fifths, octaves or primes ? 

Alter writing the chords in Practical Exercise No. 1, as above directed, 
write the same chords again with the following notes for the upper part (or 
melody). 



Melody of Practical Exercise No. 1 . 




After this has been done, write the exercise again in dispersed harmony. 

As there will be many of these practical exercises to be written, it is very 
important the student should understand clearly how they are to be done, 
and to guard against misapprehension, Practical Exercise No. 1 is written 
out in the following examples, just as the student must write every practical 
exercise. 



Practical Exercise No. 1, with the student's own melody. 
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Practical Exercise No. 1. Given Melody. 




VI IV 




iv vi iv v i rv v i v i vi iv v i v 






iv i iv n v vi rv vii v in i vi iv n v I 



Exercise No, 1 in Dispersed Harmony. 

i I 

i — 

m- 



E 



i — r 



I 



r- 



T 




Whether the Practical Exercises are written in close or dispersed harmo- 
ny, the four tones which compose each chord are to be considered as treble 
alto, tenor, and base, as really as if written upon four staves. It will be 
«een that the student is to write each Practical Exercise three times. First, 
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PRACTICAL EXERCISES. 



is at A, making his own choice of positions, i. e., making whichever tone 
uppermost he pleases ; or, in other words, choosing his own melody. This 
arrangement of each exercise will hereafte/ be called " Own Melody." 
Second, as at B. In this arrangement the author's arrangement of the po- 
sitions of the chords is taken, i. e., the author's melody i* adopted. This 
arrangement of each exercise will hereafter be called "Given Melody.*' 
Third, as at C. Here the chords are in the same positions as at B, but 
are arranged in Dispersed Harmony. 

Remark. — At A the treble staff is to be supposed to be occupied with the 
chords as arranged by the student. Under both the Own Melody and the 
Given Melody, the student is to write the Roman figures indicating the name 
of the chord, as in the Examples A and It. It will be noticed that the 
eighth and ninth chords are in the key of G, the tenth, eleventh. &c, in the 
key of A minor, &»c. If the student fiuds any difficulty in placing the Ro- 
man figures under the chords, he should thoroughly review Chapter XVIII. 

Write Practical Exercise No. 2 with Own Melody, carefully placing the 
Roman figures under each chord. 

Practical Exercisb No. £. 
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After writing and carefully examining tbe above exercise by the questions 
on page 68, write it again with the Given Melody. 



Melody of Practical Exercise No. 2. 




After writing and carefully examining the exercise as written with Given 
M slody, write it again in Dispersed Harmony. 

Remark. — It will be seen that in Example C the base is sometimes taken 
in octave lower than it/f in Examples A and B. In arranging the Dispers- 
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P 

td Harmony the student will sometimes find it necessary to place the base 
an octave lower, and will perhaps occasionally be obliged to vary from the 
Given Melody, i. e., occasionally he may find that progressions which will be 
right in Close Harmony, will violate some rule if written in Dispersed Har- 
mony. 

After writing the above exercise in Dispersed Harmony, examine it with 
.he utmost care, by the questions on page 68. 

i 
i 



CHAPTER XXIX. 

COMMON CHORD OF III IN THE MINOR MODE. 

i 

The superfluous common chord is a very harsh discord. The tone which 
forms a superfluous fifth with the fundamental note produces the harshness. 
[See Remarks in relation to the diminished fifth, on page 44.] 

The superfluous fifth is a discord of the third class. It must be 
prepared, and must ascend one degree. 

Whenever VII of the minor scale is the tone which is the discord 
in any chord, it must resolve by ascending one degree. 

Note. — VII of the minor scale cannot descend without descending a su- 
perfluous second, and discords are allowed to move only a minor or a major 
second, [see page 62,] consequently whenever this tone is the discord, it 
cannot descend, and therefore must resolve by ascending. On page 44 dis- 
cords of the third class are described as being allowed only to descend. VII 
j. of the minor scale is, of course, an exception to this rule. 

A tone which requires a preparation must appear as a concord in 
the previous chord, and in the same part. 

In the first measure of the following example, the second chord is a su- 
perfluous common chord. The treble (G#) is the superfluous fifth. In the 
previous chord, also, the G# sharp appears in the treble, and in this previous 
chord it (the G#) is a concord, consequently in that example the superfluous 
fifth is properly prepared. 

A superfluous fifth is not allowed to follow a perfect fifth in sim- 
ilar motion, nor can a perfect fifth follow a superfluous fifth in 
iiruilar motion. 

That is, consecutive fifths, where one is superfluous and the other perfec , 
are not allowed. 



■ 
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The common chord of III can resolve to the common chords of L IV 
and VI. 



I 1 1 

III I 


I 2 
III I 


1 8 
III I 


2 1 
ill I 


2 2 
ill I 


2 8 
III I 
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III I 
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m iv 
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III IV 


3 2 
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1 1 
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III VI 
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2 2 
III VI 
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m vi 
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8 2 
III VI 
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Write at least three examples of each progression contained in the tables, 
placing before each chord of III a chord which contains a tone that will 
prepare the discord, i. e , a chord which contains the tone which is the su- 
perfluous fifth in the chord of III, and which in that chord is a concord. 




3 



The above contains three examples of the first progression of the first table. 
Before each chord of III, the chord of V is placed, because it contains a 
tone (G#) which will prepare the discord. In the chord of V, G# is the 
major third, and is consequently a concord. In the chord of III it is the su- 
perfluous fifth, and is consequently a discord which requires a preparation. 
It will be noticed that in each measure the discord and the tone which pre- 
pares it are in the same part ; that is, in the first measure both the G sharps 
are in the treble, in the second measure both the G sharps are in the alto, 
and in the third measure both the G sharps are in the tenor. 

The following measures contain one example of each of the progressions 
contained in the tables. The student should invent at least two more of 
each, so that there may be as many examples of each of the progressions 
contained in the tables as there are of the first progression of the first table, 
in the preceding example. It will be seen that in the preceding example 
in the first measure the superfluous fifth is placed in the treble, in the second 
measure it is placed in the alto, and in the third measure it is placed in ths 
tenor. The student should endeavour to place it in a different part (when 
possible) in each of the measures which he writes. In the following exam 
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pies, where it is possible, the superfluous fifth is placed in the treble. In 
the two additional measures of each progression, which the student is ex- 
pected to write, it is presumed he will write it in the alto and tenor. 



1 

V IH 



1 

I 



1 2 

v ni i 



1 3 

v m i 



2 

V III 



1 
I 



2 2 

v in i 





Cannot be done because 
the superfluous fifth can 
not resolve. 



IS 



Cannot be done because 
the superfluous fifth can- 
not resolve. 
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Write Practical Exercise No. 3 with Own Melody, according to the di- 
rections in Chapter XXVIII. 

Practical Exercise No. 3. 



*5 



##5 *5 ##S # 

TT 



Write Practical Exercise No. 3 with Given Melody, according to the di- 
rections in Chapter XXVUI. 

Melody of Practical Exercise No. 3. 
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Write Practical Exercise No. 3 in Dispersed Harmony, according to the 
directions in Chapter XXVIII. 



CHAPTER XXX. 



SEQUENCES. 



King of kings 

-I <= 




for ev- 



WW 

and ev-er, Hal-le-lu jah, Hal-le-lu jah, 

- n h 



Lord of lords. 

-*-J-^i 



for ev-er and ev-er, Hal-le-lu-jah, Hal-le-lu -jah. 





King of kings. ........... ..*••*...... 




it 



&3 



for ev-er and ev-er, Hal-le-lu^ah, Hal-le-lu-jah. 



s 



A strain which is repeated one or more times at a higher or lower 
pitch, is called a Sequence. 

The above example is from the Hallelujah Chorus of the Messiah. The 
first strain is repeated twice, each time at a higher pitch, and is consequent' t 
a sequence. 
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The first strain of a sequence is called the Figure. 

The smallest number of chords of which a figure can consist is two. Of 
ojurse any number larger than two may be employed to form a figure. 

In the repetition of the figure Rules 1, 2 and 3 must be observ- 
ed, but all other rules may be violated, except those which relate to 
discords which require a preparation. 

In the construction of the figure all rules must be observed, but in the re- 
petitions it is not important that any except Rules 1, 2 and 3 should receive 
attention. 

The following exercises consist of figures composed of the fewest possible 
number of chords Although a figure may be repeated any number of times, 
it is not usual to repeat it more than twice. 

No. 1. 

In the above example the first measure forms the figure, and the second 
and third measures contain the repetitions, each one degree higher than the 
previous one. 

Write two repetitions of the following figures, each a degree higher than 
the previous one; i. e., like Exercise No. 1, which is written out in full as 
an example. 



No. 3- No. 3. No. 4. No. 5. No. 6. No. 7. 




Write two repetitions of the following figures, each a degree lower than 
the previous one; i. e., like Exercise No. 8, which is written out in f. Jl ai 
an example. 
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No. 8. 




NolO. No. 11. No. 19. No. 13. No. 14. 




t— r 




VI J J 










• 






















Remark. — In the fourth chord of Exercise No. 8 there are two lead- 
ing notes, one of which (in the base) descends. This is contrary to Rule 
IV, which says that the leading note must ascend. According to this Rule 
two leading notes cannot be taken in any one chord, because they must both 
ascend, which would produce consecutive octaves or primes (unisons). In 
this fourth chord also the diminished fifth (F) does not resolve according to 
the rules. The violations of these rules, however, are permitted, because in 
sequences all the rules which have thus far been given can be violated, ex- 
cept Rules 1 , 2 and 3, and those which relate to the superfluous common 
chord. 

When the chord of VI follows the chord of V, the third in the 
chord of VI must be doubled. 

There is no progression more common than for VI to follow V, and none 
in which consecutive fifths and octaves, and wrongly resolved leading notes 
are more liable to occur. In the following sequence the figure is repeated 
eleven times, giving the progression V VI in every minor key. The student 
should practice it on the piano until able to play it readily from memory. 

No. 15. 




Key of Key of 

F minor. F # minor. G minor. Q # minor. A minor. B\) minor. 



t 



Pjc: 
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VI IV VI 
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VI 



VI V VI 



VI 



VI 
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ey of Key of Key of Key of 
B minor. C minor. C# minor. D minor. D# minor. E minor. 




i 



V VI V VI V VI 



V VI 



V VI 



VI 



Write the same chords, in the same keys, in the following positions 
No. 16. No. 17. No. 18. No. 19. No. 20 




Key of 
P minor, &c 




Key of 
F minor, &c 



T 




Key of 
F minor, &c v 



VI 



F 




^ Key of 
F minor, &c. 



VI 



VI 




Key of 
F minor, &x. 



It 



In Exercise No. 15, the treble is the fundamental note, the alto is the 
third, and the tenor is the fifth of the chord. In No. 16, the treble is the 
fundamental note, the alto is the fifth, and the tenor is the third of the chord. 
In No. 17, the treble is the third, the alto is the fifth, and the tenor is the 
fundamental note. In No. 18, the treble is the third, the alto is the funda- 
mental note, and the tenor is the fifth. In No. 19, the treble is the fifth, 
the alto is the fundamental note, and the tenor is the third. In No. 20, the 
treble is the fifth, the alto is the third, and the tenor is the fundamental note. 
Consequently the above exercises, when written out in full, embrace every 
possible position of the progression V VI in every minor key. 



No 91. 





Key of Key of Key of Key of Key of *Key of 
E minor. D# minor. D minor. C# minor. C minor. B minor. 



V\ V VI V Vf 



VI V VI V VI V 
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Key of 



w 7 

Key of 



JBh minor. A minor. G# minor. G minor, 
h.^a j r% minor, r 



Key of 
minor. 



VI V VI V 



VI 




Exercise No. 21 gives an example of the chords contained in the six pre* 
vious exercises, descending. Like Exercises No. 15, it should be practiced 
until the student can play it readily from memory. 

Write the same chords, in the same keys, in the following positions : — 

No 22. No. 23. No. 24 No. W. No. 26. 




Key of 
E minor, cW 




Key of 
E minor, &c 



Key of 
E minor, &,c. 



Key of 
E minor. &c 

*% 



Key of 
E minor, &c 




Exercises No. 21, 22, 23, 24, 25 and 26, when written out in full, em- 
brace every possible progression of VI V in every minor key. 

Remark. — It will be well for the student to invent sequences containing 
three, four, five, six and more chords in the figure. 

Although a proper sequence cannot be made with less than twr 
chords, passages like Exercises No. 27, 28 and 29, are called On* 
Chord Sequences, because the same rules are allowed to be broken 
in writing them that are allowed to be violated in sequences. 



No 27 




No. 28. 



5§i 



i 




*3 



5-.»-r-t 



j» -£ * 5 



ii 



66 6666 6 6 



666 666 6 6 
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No. 29. 




In each of tl»ese exercises, (Nos. 27, 28 and 29) the base moves by lbs 
same degrees, i. e., in Nos. 27 and 28 by seconds, and in No. 29 by th rds. 
When the base moves equally in this manner the passage is called a one- 
chord sequence, (meaning that the figure is composed of one chord only,) 
and the same liberties can be taken with the rules as in regular sequences. 
In one-chord sequences, like Exercises Nos. 27 and 28, three parts must 
move regularly like the base. It is of course impossible that four parts 
should move in this manner, because of consecutive octaves, so that one part 
must move irregularly. In No. 27 the tenor moves irregularly, and in No. 
28 the alto moves irregularly. In other respects Nos. 27 and 28 are alike. 
From the twenty third to the thirty-first chord, in Practical Exercise No. 1 , 
forms a one-chord sequence like No. 29. The sixteenth and seventeenth 
chords in Practical Exercise No. 1 form the figure of a regular sequence, 
and the four succeeding chords form the repetitions. 

See if there are any sequences in Practical Exercises Nos. 2 and 3, and if 
ihere are any point them out. 



CHAPTER XXXI. 



PRACTICAL EXERCISES 



Write Practical Exercise No. 4 with Own Melody, according to the di 
i ctions in Chapter XXVIII. 



Practical Exercise No. 4. 

A 



# t • 



## ft 
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it 



##5 #5 



5" 



Write Practical Exercise No. 4 with Given Melody, according to the di- 
rections in Chapter XXVIII. 

Melody of Practical Exeroise No. 4. 




Write Practical Exercise No. 4 in Dispersed Harmony, according to the 
directions in Chapter XXVIII. 

The student should carefully examine every chord by the questions on 
page 68, and should now add the following additional questions : — 

9. Is the superfluous fifth rightly used ? 

10. Is there a sequence in the exercise, and if so is it rightly used ? 

Write Practical Exercise No. 5 with Own Melody, according to the di 
rections in Chapter XXVIII. 



Practical Exrrcisk No. 8. 



& 



T 



x 
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*5 « 



Write Practical Exercise No. 5 with Given Melody, according to the di 
rections in Chapter XXVIII. 



Melody of Practical Exercise No. 5. 



fcfe 



Write Practical Exercise No. 5 in Dispersed Harmony, according to the 
directions in Chapter XXVIII. 

Write Practical Exercise No. 6 with Own Melody. 
Practical Exercise No. 6- 



._g uj i2tZ±F=ZII 1 I 



• # I* -J 




f— 4- 








□ 





# # 



# * # * # * 




Eg- Tg i T f-» 



* X 5 * * 



5 



Write Practical Exercise No. 6 with Given Melody. 

Melody of Practical Exercise No. 6. 
4/k-M — j 



Digitized by Google 



PRACTICAL EXERCISES. 



83 




Write Practical Exercise No. 6 in Dispersed Harmony. 
Write Practical Exercise No. 7 with Own Melody 
Practical Exercisjb No. 7. 



1^5 



BE 



r 



5 




bb bbs bbs bb 
b 



#5 #5 ft * * * 
ft 



IS 



b b» bs * s 
b # 



- " ^ b J 





* * b *» 



Write Practical Exercise No. 7 with Given Melody. 
Melody of Practical Exercise No. 7. 













i 






1 




m 


JlJ 












1J 
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CHORD OF #IT IN THE MINOR MODE. 




fr~h l i I li - fr — I i l| _ j|"~T 



Write Practical Exercise No. 7 in Dispersed Harmony 

Remark. — One of the most important exercises connected with the study 
of the practical exercises, is the placing of the Roman figures under each 
chord, as directed in Chapter XXVIII. Great care should be taken in thus 
writing these Roman figures, and they should on no account be omitted in 
any exercise. 



CHAPTER XXXII. 

■ 

CHORD OF #IT IN THE MINOR MODE. 

A common chord of which #IV is the fundamental note, is often 
used in the minor mode. It is composed of a fundamental note, a 
tone which is a diminished third from the fundamental note, and a 
tone which is a diminished fifth from the fundamental note, and is 
called a Double Diminished Common Chord. 

Common chord of sharp Common chord of sharp Common chord of sharp 
four in the key of A four in the key of E four in the key of D 
minor. minor. minor. 




Each tone of the double diminished common chord has a fixed 
resolution. The fundamental note must ascend one degree, the di- 
minished third must descend one degree, and the diminished fifth 
must move as in the chords of II and VII. 

The ch >rd of *IV can resolve to the chords of I and V 
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S3 



Remark. — When the chord of #IV is followed by the chord of I, the 
diminished fifth cannot resolve, and it is therefore free. [See page 64.] 
When it is followed by the chord of V, the diminished fifth must resolve, 
because the chord V contains tones to which it can resolve. 



1 1 , 

j#IV I 


1 2 
#IV I 


1 8 ! 

m i 


1 1 

mv v 


1 2 

#iv V 


1 8 

#nr v 


2 1 
#IV I 


2 2 
W I 


2 8 

m i 


2 1 

WV v 


2 2 
#IV V 


2 3 

#iv v 


8 1 
#IV I 


8 2 
ttfV I 


8 8 
#IV I 


3 I 
#IV V 


3 2 


S 3 

m V 



One example of each progression contained in the tables is given below. 
As in the tables previously given, the student should invent at least two more 
jxamples of each progression. 



1 



i 
i 



i 



2 
I 



1 8 
tflV I 



2 



1 
I 




Cannot be done 
HIT CUM 



Cannot be done 
Why* 



m 




I 



Cannot be done becaaae 
the diminished third 
cannot reaolre. 
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2 3 3 1 3 2 9 8 

#rv v ffysv v #iv v #nr v 




cannot be done unless more than four parts are employed. In the 
example it will be seen that I has no fundamental note. There are three 

1 1 

E's and one C in the chord, but no A. #IV V are incomplete, because 
there is no B in the chord of E, and there cannot be one without producing 
the kind of consecutive fifths which are forbidden in Rule VII. It will 

3 1 

readily be seen that #IV V must be incomplete, (there is no fifth in V,) un- 

& 3 

less more than four parts are employed. Both that progression and £1 V I 
can be done with five parts, as in the following example. Some writers 
hold that the diminished fifth must not skip when it is in the base. If this 

doctrine is correct, #iV if and #IV V cannot be done at all. 




Practice the following exercise in all the minor keys, until able tp play it 
readily from memory in every key. 



2 3 

#nr i 



2 1 

#nr v 



3 



-i- 



± 



(|11|P1 
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Note. —The progressions ftIV I and ftfV V are by far the best progress 
■ions in which the chord of ftIV can be used, and it is very seldom used in 
any other. If the student practices the last exercise thoroughly, in tbe keys 
E, B, Eft, Cft, Gft, D, G, C, F, Bb and Eb minor, he will be perfectly fa- 
miliar with the chord as it is usually used. 

Add to the questions on pages 68 and 81, the following :— 

11. Is the sharp four rightly used T 

12. Is the diminished third rightly used? 



CHAPTER XXXIH. 

PRACTICAL EXERCISES. 



Write Practical Exercise No. 8 with Own Melody, accord ng to the di 
rections in Chapter XXVIII. 

Practical Exercise No. 8. 




E 



I 



6 ft 6 ft 



ft ft6 6 ft6 6 ft6 #5 6 6 6 

ft 




ft6 ftfi ft 6 ftfl ft 6 ft« ft 6 



6 • 6 | « #6 6 6 ft 6 6 6 666 



I' 



3* * 



rrT 



ft6 6 6 ft 6 bft 6 b6 b5 6 ft6 6 6 6 ft6 

f ■ — T~ 



6 ft« ft ft« ft ft « ft « 



I 



8 ft #• | ft 



Digitized by Google 



PRACTICAL EXERCISE!. 



Write Practical Exercise No 8 with Given Mdody, according to the dv 
rections in Chapter XXVIII. 

Melody of Practical Exercise No. 8. 





33 










■f-f 








00 


4J 










i 







Write Practical Exercise No. 8 in Dispersed Harmony, according to the 
directions in Chapter XXVIII. 

Remark. — Tn Practical Exercises Nos. 1,2, 3, 4, 5, 6 and 7, the chords 
are all in the first form. [See Chapter XIV.] In Practical Exercises Nos. 
8,9, 10, 11, 12, 13, 14 and 15, all three forms are employed. On page 69 an 
example of Practical Exercise No. 1 is given, with the chords written out in 
full, as a model of the manner in which the succeeding exercises are to be 
written. The following is Practical Exercise No. 8 written out in full, pre- 
cisely as the student is expected to write the Given Melody of No. 8 and the 
succeeding exercises It is presumed the student has already written Prac- 
tical Exercise No. 8, and he should now compare his Given Melody with the 
following, and see that it is precisely like it. 




12 2 8 

I vii I vn 
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i 4= 


1 — ! 1 — r ** r " | — 1 


■ ■ I F \ ■ 

• * 


E 

p 




i— « #K 

r?— *n 


: i*s-s24-« — *— I 













2 8 12 12 12 
I n V V IV I IV 



I VI 



iE5 



#6 



□i=5 





P—9 



21 11 22 11 2 2 1 1 

nv iv ivniv ivniv 








P 




6 6 # 6 6 6 


6 


6 6 





1 

V 



vn i iv vii 



v vn 
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i ii v i vi v i rv n v i vn 




I VII I VII I Jj/flV V JjfrTV V V IV 




vi i ii v vi #nr i v i 

Write Practical Exercise No. 9 with Own Melody. 
Practical Exercise No. 9. 



















6 *S 


\ 


m 

*6 6 

H — 1 


6 J 4 




6 


6 


4 n 




*6 


6 n 


#6 C 


; 6 


6 




be *• 
b # 
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Write Practical Exercise No. 9 with Given Melody. 



Melody of Practical Exercise No. 9. 




Write Practical Exercise No. 9 in Dispersed Harmony. 

Remark.— On page 37 the remark is made, that a chord is not allowed to 
stand alone in a key. There is one exception to this rule. In the minor 
mode, a chord which has for its fundamental note the tone which is fiai six 
of the key in which the previous and succeeding chords belong, is allowed 
to stand alone. The thirty-eighth chord in Practical Exercise No. 9 is one 
of this character. It is the chord of VI in the key of C minor, while the^ 
chord before it is the chord of VI in 6 minor, and the next chord after it is 
the chord of V in G minor, and it therefore stands alone in a key, contrary 
to the rule given on page 37. Its fundamental note, however, is Ab, and 
A\) is flat six in the key of G minor, the key in which the previous and suc- 
ceeding chords belong, consequently it comes within the exception to the 
rule, as given above. The fifty-seventh chord also contains a violation of 
t rule which is explained in the remark on page 206. 
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Write Practical Exercise No. 10 with Own Melody. 
Practical Exercise No. 10. 



IH 



X 



gib 



m 



#6 6 6 # #6 ft 6 



2Z 



6 # 

h 



3r: 



# 6 6 *5 ft #5 #6 6 



#5 ft #6 ft #6 ft 
ft 




#6 6 6ft' ft 6 #6 

Write Practical Exercise No. 10 with Given Melody. 
Melody of Practical Exercise No. 10. 



• # 




*wy rirrir nr i r n 



is! 








H 
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Remark. — Rule IV requires that the leading note should ascend. To 
he seventeenth chord of Practical Exercise No. 1 0, according to the Given 
Melody the leading note cannot ascend without leaving the next chord in 
complete, for if the alto should have E in the eighteenth chord, there would 
be no B in the chord. By the remark on page 43, it will be seen that Rule 
IV can be broken if there is a good reason for so doing. In the passage al- 
uded to, the rule is broken for the sake of giving a more satisfactory close 
to the strain. It will be readily seen that when the letter which is the fun- 
damental note is taken for the treble at the close of a strain, the effect is 
more satisfactory than when either the third or the fifth of the chord is 
taken. 

Write Practical Exercise No. 10 in Dispersed Harmony. 
Write Practical Exercise No. 11 with Own Melody. 
Practical Exebcibk No. 11. 




6666 6 3 6 65 
4 4 4^ 



*6 6 6 6 5 



H #6 6 t?6 6 C,i 
4 # 



i 6 t Si !i5 i 6 t?6 




6 



* 6 s 



Write 



Exercise No. 11 with Given Melody. 



Melody of Practical Exercise No. 11. 
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Write Practical Exercise No. 11 in Dispersed Harmony. 
Write Practical Exercise No. 12 with Own Melody. 
Practical Exercise No. 13. 





-J— 
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m 












u 













6 # 



If 



• 6 «« # #« 6 6 * *« 6 £ 



Write Practical Exercise No. 12 with Giren Melody. 
Melody of Practical Exercise No. 12. 



/ j* 


— ^ 








£1 




j— 1 






H-t 












1 1 























Write Practical Exercise No. 12 in Dispersed Harmony. 
Write Practical Exercise No. 13 with Own Melody 
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Pbacxcal Exercise No. 13. 
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^7 
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— 










JL 


-i — u 






*6 ftf * 4 ^6 || 



Write Practical Exercise No. 13 with Given Melody. 
Melody of Practical Exercise No. 13. 




jffT flJ J l f ffF=ftf=Tlr f l J JUrl 




Write Practical Exercise No. 13 in Dispersed Harmony. 
Write Practical Exercise No. 14 with Own Melody. 
Practical Exercise No. 14. 



5g g 



4 



6 6 




6 6 



6 #6666 
2 



6 # 6 6 ft X6 # # 6 #9 

X 
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7~s> — ~st* — f — f — r 






9 


gfr r[Ttf[ 


ft * ~*~ ^ 4 

6 

X 

— 44. A 


4 X 




-i u 





6 6 6 



6 6 6 6 



4 | 



Write Practical Exercise- No. 14 with Given Melody. 
Melody of Practical Exercise No. 14. 

- 0 f ' = r4 




+-f 



i — "XT 




Write Practical Exercise No. 14 in Dispersed Harmony. 



CHAPTER XXXTV. 

CHORD OF II WITH #4 IN THE MINOR MODE. 

In Chapter XXXII sharp four is treated as if it was one of the tones ot 

the minor scale. 

In :he combination of the tones of the scale into chords, sharp 
Tour must be considered as one of the tones of the minor scale. 

This does not mean that when the minor scale is played or sung, sharp 
Vor must be introduced into it, but only that when the minor scale is com 
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bined into the various chords, sharp four must be used in the various combi- 
nations as if it was an integral member of the minor scale. 

According to this rule, the fundamental note of every chord which con* 
ti ns four of the scale, can also be the fundamental note of a chord which 
contains sharp four. II is the fundamental note of a chord which contains 
IV of the scale, consequently, II is also the fundamental note of a chord 
which contains sharp four. 

The Chord of II with #4 is composed of a fundamental note, 
a tone which is a major third from the fundamental note, and a 
tone which is a diminished fifth from the fundamental note. It is 
called a Major Diminished Common Chord. 

Common chord of two Common chord of two Common chord of two 
with sharp four, in the with sharp four, in the with sharp four, in the 
key of A minor. key of E minor. key of D minor. 




It will be seen that no new rule is required for this chord. Sharp foui 
must resolve as in the chord of #IV, [page 84,] and the diminished fifth 
must be used as in the chord of II. 

The chord of II with #4 can resolve to the chords of I and V. 



1 1 

H#4 I 


1 2 

n#4 i 


1 8 1 

n#4 i 


1 1 
n#4 v 


1 2 

n#4 v 


1 8 
H#4 V 


a i 

m i 


8 2 

n#4 i 


a « 

im i 


2 1 

n#4 v 


2 2 
II#4 V 


2 9 

n*M v 

• 


8 1 

n#4 i 

■ 


8 2 

n*H i 


8 8 

n** i 


3 1 

n#4 v 


3 2 

n#4 v 


8 8 

n#4 v 



Remark. — Sharp four is a species of leading note, and like the leading 
note must resolve by ascending one degree. 

One example of each progression contained in the tables is given bekw. 
As in the tables previously given, the student should invent at least two more 
examples of each progression. 

m 
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1 1 

n*4 i 



Why.' 



1 2 

niH i 



1 3 



Incomplete. 



^3 



2 
11*1 



1 
I 



Cannot be 
Why? 



it 



2 2 2 8 

n*4 i n#4 i 



3 1 8 2 3 8 

ii#4 i iifi i n#4 i 



Cannot be done. 
Why? 



Cannot be 
Why' 



Cannot be 
Why? 



-• - 

r 



T 



3= 



•*Sz— F 



1113 13 21 2 2 

n#4V U#4 V 11*4 V II#4 v n#iv 



m 



1 — I- 




Cannot be done. 
Why! 



3« 



2 



3 
V 



8 1 
DM V 



3 2 
11*4 V 



3 

n#4 



8 
V 



1 l • KBM^H^^^HaH 1 








Cannot b« lone. 
Why ■ 




Cannot be done. 
Why? 


Cannot be done. 

-f— F- :: 




i .| . . 


L-J— #1— 





The two examp/es marked incomplete, can be made complete with fin « 
•arts, as follows.—- 
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CHAPTER XXXV. 

i 

RECAPITULATION OF COMMON CHORDS. 

Major Scale. 

i n m iv v vi vn 

The common chord of I in the major scale is a major coma >n 
ehord. 

The common chord of II in the major scale is a minor common 
chord. 

The common chord of III in the major scale is a minor common 
chord. 

The common chord of IV in the major scale is a major common 
chord. i 

The common chord of V in the major scale is a major common 
chord. 

The common chord of VI in the major scale is a minor common 
chord. 

The common chord of VII in the major scale is a diminished 
common chord. 



Minor Scale. 




i n n#4 m iv #rv v vi vn 



Digitized by Google 



00 RECAPITULATION OF COMMON CHOBDS. 

The common chord of I in the minor scale is a minor common 
3hord. 

The common chord of II in the minor scale is a diminished 
common chord. 

The common chord of II with* sharp four in the minor scale is a 
major diminished common chord. 

The common chord of III in the minor scale is a superfluous 
common chord. 

The common chord of IV in the minor scale is a minor common 
chord. 

The common chord of #IV in the minor scale is a double dimin- 
ished common chord. 

The common chord of V in the minor scale is a major common 
chord. 

The common chord of VI in the minor scale is a major common 
chord. 

The common chord of VII in the minor scale is a diminished 

» 

common chord. 

The common chords of I, IV and V in the major scale, and V 
and VI in the minor scale, are major common chords. 

The common chords of II, III and VI in the major scale, and I 
and IV in the minor scale, are minor common chords. 

The common chords of VII in the major scale, and II and VII in 
the minor scale, are diminished common chords. 

The common chord of II with #4 in the minor scale is a major 
diminished common chord. This chord cannot be used in a major 
key. 

The common chord of III in the minor scale is superfluous com- 
mon chord. This chord cannot be used in a major key. 

The common chord of #IV in the minor scale is a double dimin- 
ished common chord. This chord cannot be used in a major key. 

The tones which compose major common chords are all free. 

The tones which compose minor common chords are all free. 

Of the tones which compose diminished common chords, t'Ae 
fifth from the fundamental note has a fixed resolution. 

Of the tones which compose superfluous common chords, the 
fifth from the fundamental note has a fixed resolution. 

Of the tones which compose major diminished common chordc 
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ae to j 3 which is the sharp fourth, and the tone which is the fifth 
from the fundamental note, have fixed resolutions. 

All the tones which compose double diminished common chords 
have fixed resolutions. 



Write Practical Exercise No. 15 with Own Melody in 
mony. 



Har- 



Remark. — In the other practical exercises it has been required that the 
Own Melody and the Given Melody should be in Close Harmony. In this 
exercise the order is reversed, and the Own Melody and Given Melody must 
be in Dispersed Harmony. No. 15 is the concluding practical exercise com- 
posed exclusively of common chords, and embraces every variety of common 
chords, in nearly every form. 



Practical Exircise No. IS. 



« # |6 ft4 6 « 6 j, 6 j, 6 tj 6 6 # 4 g 





















bd f p 


-MV 





*3 



bs 



4 4 




I I' 



t — r 




be bs bi be be be 6 A # 6 be 6 # 6 # • 
b b *4 b #4 * # 

[9*1 



#0 6 
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*— hdrr-: 1 



6 *5 ||S ft 6 « fe6 6 6 6 # 6 




6 0 



ft 6 6 s s 4 



Write Practical Exercise No. 15 with Given Melody in Dispersed Har 
mony. 

Melody of Practical Exercise No. 15. 










a 1 1 r 




r-f — j r 
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Write Practical Exercise No. 15 in Close Harmony. 



Remark. — In the classification of the common chords of the minor' scale 
f sharp four is treated as a member of that scale, we shall of course hare p 
ehord of seven with sharp four. Such a chord would consist of a fundamen- 
tal note, a minor third and a perfect fifth, and would of course be a minor 
common chord. Its movements, however, must be much constrained, be- 
cause its fundamental note, (which is the leading note,) and its fifth, (which 
is the sharp fourth.) have fixed resolutions. On this account it is seldom or 
never used, and it has not been thought necessary to introduce it among the 
common chords of the minor scale. 

Common chord of VII Common chord of VII Common chord of VII 
with sharp four in the with sharp four in the with sharp four in thm 
key of A minor. key of E minor. key of D minor. 






vn#4 



vn#4 




Be 
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11 



The above example contains the alto and tenor of Practical Exercise No. 
15. It is presumed the student has already worked out that exercise accord* 
ing to the directions, and the alto and tenor of his Given Melody should no* 
be compared with the above example. 
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Remark on Modulation. Ad exception to the rule which requires tha. 
one chord should not stand alone in a key, occurs in Practical Exercise No 
9. Two more exceptions occur in Practical Exercise No. 15. Chords 
which belong in the minor mode, and whose proper resolution is in that key, 
frequently resolve to the major key. In Practical Exercise No. 15, there are 
several instances where the chord of sharp four, instead of resolving to the 
chord of one in the minor, resolves to the chord of one in the major. Such 
resolutions are always allowed, although it frequently causes a chord to stand 
alone in a key. In one place in Practical Exercise No. 15, the chord of 
five in D minor is introduced, and is immediately followed by the chord oi 
VII in G minor, thus leaving the chord of five to stand alone in the key of 
D minor. The indefinite effect produced by the chord of VII is such, that 
it is allowed to succeed any chord, even if such chord is alone in the key 
The following are the names of the chords in Practical Exercise No. 15. 
The student should compare them with the Roman figures which, in accord- 
ance with the directions in Chapter XXVIII, it is presumed he has already 
written under the base notes of the exercise. 

1 2 111 I 8 I 2 I S I 2 1 2122 1 I 2 2 2 

1 iv v ! iv t vii I i vi vii I i n, vi I v ii i I n i v 

2 2 3 | Is jl 1 2 | J 1 = ! 1 1 8 | 1 • 1 » [ 1 1 1 

; vi iv ii#4| v r 1 1 ii y |vn i r 1 1 vi v |vn i r I i i v 

p 

1#* 2 1 I 1 1 1 ; 1 1 1 ! 1 1 8 !1 3 2 | 3 I*T* 3 

vi i ra [iv n iv I v m v I vi ii vii jtfiv i # iv 1 1 v^^n 

S1I|311|821|121|1 1 112 1 2 

i v v 1 1 v vn |iii vi v| ra iv v J in i v | ra vi vi ; 

a! 8 JLI 2 J 2 L 8 2 J I I 1 2 2 I 1 2 1 1 1 11 
tav i #iv| v #iv v fifty v #rv| v r 1 1 vn 1 | iv i | v vn i 

1 = | 2 1 2 J 2 3 2!1 2 1} 2 1 1 I 1 2 2 j 3 8 1 • 

v r | i v vn I i i n#4 1 v iv v 1 1 vii i I n#4 i vn| i i v 

1 1 1 | 2 2 j 8 1 | 1 =| 

vi iv i I n vi I i v|in 

Remark on the Major and Minor Scales. — There is a very intimate re- 
ation between major and minor scales which have the same signature. The 
keys of C major and A minor have the same signature, and are called rela- 
tives of each other. C major is the relative major to A minor. A minor 
is the relative minor to C major. So with G major and E minor, D major 
and B minor. &c. A chord frequently stands alone in a key, when the 
next chord to it is in its relative key. There is also a relation between the 
major and minor keys of the same letter, (for example, between A minor 
and A major, &c.) and a chord frequently stands alone in a key when the 
next chord is in the other mode of the same letter. For example, the chord 
of sharp four will not unfrequently stand alone in the key of A minor, bu* 
be followed by the chord of one in A major. 
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Concluding Remarks on Common Chords. - - If the student has 
work 3d out all the exercises correctly, he is now familiar with the 
use of common chords. He should now examine music of differ- 
ent kinds, and notice how different authors use the common chords, 
first taking psalm and hymn tunes, and then glees, anthems, cho- 
ruses, &c. For example, suppose he takes a church music book in 
which the first tune is Old Hundred, and proceeds to examine the 
book with reference to the common chords. He finds the first 

chord is 1, the second chord is the same, the third chord is ^, the 

fourth ^4, &c. He notices whether the progression from V to VI 
is according to rule, and notes every other peculiarity of the 
composition. In this manner he passes through the book. If rules 
are broken, [see remark on page 206,] he should carefully examine 
the passage, and form an opinion whether the author has acted ju- 
diciously or not. The result of this exercise will be, that he will 
become more and more familiar with the common chords, and at 
the same time gradually acquire the ability to analyze music, and 
acquaint himself with the styles of the various composers. [See 
page 206.] It will also be useful for him now, to compose tunes 
himself, using of course only common chords, and taking great care 
to observe all the rules with which he is now familiar. 



END OF TREATISE ON COMMON CHORDS. 



CHAPTER XXXVI. 

CHORDS OF THE SEVENTH OF THE MAJOR SCALE. 

A chord composed of a common chord, with a tone which is a 
seventh from the fundamental note added to it, is called a Chord 
of the Seventh. [See page 7.] 

Chords of the seventh are indicated by a figure placed at the 
right hand side of the Roman figure which indicates the common 
chord. Thus, I v denotes the chord of the seventh of one, &c. 

* 
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If II7 III7 IV7 V7 VI7 VII7 



From the above example it will be seen that each chord of the seventh 
ecntains a common chord, and that each is formed by adding to each com 
mon chord a tone which is the seventh from the fundamental note. Thus 
the chord of the seventh of one is formed by the common chord of one, with 
a tone added to it which is a seventh from the fundamental note, &c. 

When a common chord forms a part of a chord of the seventh, 
or of any other chord, its tones must receive the same treatment 
that they would if the common chord stood alone. 

In the chord of the seventh of seven, for example, the common chord of 
seven, which forms a part of the chord of the seventh of seven, must be 
treated precisely as when that chord stands alone, or in other words, pre- 
cisely according to the directions in Chapter XXI. 

Remark. — From this explanation of the nature of chords of the seventh, 
the student will notice that he has only to learn the proper treatment of the 
tone which is the seventh from the fundamental note. With the proper treat- 
ment of the other tones which form chords of the seventh he is already fa- 
miliar, because, in all cases they form common chords. Chords of the sev- 
enth are composed of four tones. The first three of these tones, in all cases, 
is a common chord, with which the student is now perfectly familiar. The 
fourth of these tones is " the seventh" from the fundamental note, the proper 
treatment of which, in the various chords of the seventh, must now engage 
the student's especial attention. 

Note. — The tone which is the seventh from the fundamental note is 
technically called simply " the seventh." The expressions, " the seventh 
must descend," "the seventh must resolve," &c, mean that "the tone 
which is a seventh from the fundamental note" must descend, &c. The 
student must take particular notice that all remarks about the seventh apply 
exclusively to that one tone which is the seventh from the fundamental note. 
As the other tones included in a chord of the seventh always form a common 
chord, and as the subject of common chords has been fully treated aid dis- 
posed of, it is of course altogether unnecessary to say anything further about 
them. 

All sevenths are discords of the second or third class. [See 
page 44.] 



Digitized by Google 



108 



CHORD OF THE SEVENTH OF T. 



The Chord of the seventh of I is composed of a major common 
chord and a major seventh. It is called a Major Chord or tux 

OEVENTH. 

The chord of the seventh of II is composed of a minor common 
chord and a minor seventh. It is called a Minor Chord of the 
Seventh. 

The chord of the seventh of III is composed of a minor common 
chord and a minor seventh. It is called a Minor Chord of the 
Seventh. 

The chord of the seventh of IV is composed of a major common 
chord and a major seventh. It is called a Major Chord of the 
Seventh. 

The chord of the seventh of V is composed of a major common 
chord and a minor seventh. It is called the Chief Chord of the 
Seventh. 

The chord of the seventh of VI is composed of a minor common 
chord and a minor seventh. It is called a Minor Chord of the 
Seventh. 

The chord of the seventh of VII is composed of a diminished 
common chord and a minor seventh. It is called a Diminished 
Chord of the Seventh. 

The chords of the seventh of I and IV are major chords of the 
seventh. 

The chords of the seventh of II, III and VI are minor chords of 
the seventh. 

The chord of the seventh of V is the chief chord of the seventh. 
The chord of the seventh of VII is the diminished chord of the 
seventh. 



CHAPTER XXXV3L 

CHORD OF THE SEVENTH OF V. 

In the chord of V 7 the seventh is a discord of the second claea 
It must descend, but does not require a preparation. 
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This is by far the most important of the chords of the seventh. It is met 
▼ith in common music almost as frequently as the common chords, while the 
•ther chords of the seventh are of comparatively rare occurrence. In some 
English works, the chord of I is called the chord of the tonic; the chord of 
II, the chord of the super4onic; the chord of III, the chord of the mediant; 
the chord of IV, the chord of the sub-dominant ; the chord of V, the chord 
of the dominant ; and the chord of VI, the chord of the super-dominant. 
In these works, the chord of the seventh of V, is, of course, called the chord 
of the seventh of the dominant, or, for the sake of brevity, the chord of the 
dominant seventh. In German works this chord of the seventh is called 
Haupt Septimen Accorde, or chief chord of the seventh. 

In the chord of V 7 the seventh may be repeated and resolve in a 
different part. 

For example, if the seventh appears in the alto, the chord may be repeat 
ed, and the seventh appear in the treble, or the tenor, or the base, and there 
resolve. In the following example, in the first chord, the seventh is in the 
alto. The second chord is a repetition of the first, and in it the seventh ap- 
pears in the treble, and there resolves, consequently it resolves in a different 
part from that in which it first makes its appearance. In most chords of the 
seventh, the seventh must resolve in the part in which it first appears, and 
the chord cannot be repeated ; but this liberty is allowed in the chord of V7 

1 1 1 

v 7 v 7 I 

When the chord of V 7 resolves to the second form of the com* 
Hon chord of I, the seventh is allowed to ascend. 
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This is the only case in which the seventh is allowed to ascend, in an| 
chord of the seventh in the major scale. 

Chord of V 7 , first Chord of V 7, sec- Chordof V 7 , third Chord of V 7 , 
form, in the ond form, in the form, in the key fourth form, 
key of C. key of C. of C. in the key of C. 




I i * 

The chord of V 7 in both the major and minor scales, is com* 
posed of a major common chord, with a tone which is a minor 
seventh from the fundamental note added to it, consequently the 
chords of V7 in both the major and minor keys, are alike, and 
must receive precisely the same treatment. Practical Exercises 
16—21 contain examples of this chord in both the major and minor 
keys. 

Chord of V 7 in the key Chord of V 7 in the key Chord of V 7 in the key 




1 S 3 4 
V7 V7 V7 V7 
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V7 V7 V7 V7 



1 2 S 4 
V, V 7 V T V 7 
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Chord of V7 in the key Chord of V7 in the key Chord of V 7 in the key 
of A minor. of E minor. of D minor. 




1 2 S 4 
V7 V 7 V 7 V7 




1 



12 3 4 
V7 V7 V7 V7 



12 3 4 
V7 T7 V7 V7 



-- 



7 t i I 



I i I 



S i I 



Digitized by Google 



CHORD OF THE SEVENTH OF V. 



Ill 



Play the chord of V7 in the four forms, as in the above examples, in all 
the keys, major and minor. 

Remark.— As a chord of the seventh contains four tones, it n.ust of course 
have four forms. [See Chapters XIV and XLIX.] 

When the chord of V 7 is followed by the chord of I, one cf the 
chords must be incomplete. 




— r 



1 



i 



v 7 



In the first of the above examples V7 is complete, and I is incomplete. 
As B, which is the leading note, must ascend, and F, which is the seventh, 
must descend, it will be seen that it is impossible to have a fifth (G) in the 
chord of I. In the second of the above examples, V7 is incomplete, having 
no fifth (D) in it, and I is thus made complete. When, in succeeding exer 
cises, the student is required to write the progression V 7 I, he can take his 
choice which to make incomplete. 

Add to the questions on pages 68, 81 and 87, the following : — 
13. Is the seventh rightly used ? 

Write Practical Exercise No. 16 in Close Harmony, with Own Melody 
according to the directions in Chapter XXVIII, taking especial care tha 
V 7 is correctly used. 

Practical Exercise No. 16 
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Write Practical Exercise No. 16 with Given Melody, in Close Harmony. 
Melody of Practical Exercise No. 16. 




Write Practical Exercise No. 16 in Dispersed Harmony. 

Write Practical Exercise No. 17 in Close Harmony, with Own Melody. 



Pbactical Exercise No. 17. 
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Write Practical Exercise No. 17 with Given Melody, in Close Harmony. 
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Write Practical Exercise No. 17 in Dispersed Harmony. 

Write Practical Exercise No. 18 in Close Harmony, with Own Meljdy 

Practical Ex&rcise No. 18. 
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Write Practical Exercise No. 18 in Close Harmony, with Given Melodf 

1 



Melody of Practical Exercise No. 18. 
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Write Practical Exercise No. 18 in Dispersed Harmony. 
Write Practical Exercise No. 19 in Close Harmony, with Own Melody. 
Practical Exjsrcis* No. 19. 
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Write Practical Exercise No. 19 in Close Harmony, with Given Melody. 

» 

Melody of Practical Exercise No. 19. 
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Write Practical Exercise No. 19 in Dispersed Harmony. 



When the chord of V7 is followed by the chord of V7 in another 
Vey, it is lot necessary for the seventh to resolve. 
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In the above example the first chord is the chord of the seventh of fire in 
he key of C. The seventh (F) does not resolve according to rule, but 
ascends to G, when according to the rule it should descend toE. The pro- 
gression, however, is correct, because the second chord is also the chord of 
the seventh of five, although in another key (the key of F.) 

Write Practical Exercise No. 20 in Close Harmony, with Own Melody, 

Practical Exercise No. 20. 
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Write Practical Exercise No. 20 in Close Harmony, with Given Melody. 
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Melody of Practical Exercise No. 20. 
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Write Practical Exercise No. 20 in Dispersed Harmony. 
Write Practical Exercise No. 21 in Close Harmony, with Own Melody. 
Practical Exercise No. 91. 
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Write Practical Exercise No. 21 in Close Harmony, with Given Melody 
Melody of Practical Exercise No. 21. 
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Write Practical Exercise No. 21 in Dispersed Harmony. 

The following is Practical Exercise No. 16, with Given MeJbdy It is 
presumed the student has already written it, and he should now < ompar' hi> 
nercise with this, and see if it corresponds, and if not, notice if the w.ri» 
tions are violations of rules, or non-essential differences 
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Key of C | Key of G- | Key of C. 
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I Key of I 
(C minor.) 



key of F. !f minor. | 
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Key of C. 
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Remark. — The rule has been given that a chord roust not stand alone 
in a key, but that either the chord next before or after it must be in the 
same key, and two or three exceptions to this rule have been stated. It is 
frequently the case that a chord belongs to one key when considered in rela- 
tion to the chord before it, and in another key when considered in relation 
to the chord which comes after it. 



The last chord in a tune must be in the same key with the fiist 
chord in the tune. 



According to this rule, the last chord in Practical Exercise No. 16 is the 
chord of I in the key of C Considered in relation to the chord which goes 
before it, however, it is the chord of V in the key of F minor, i. e., it is 
both the chord of I in the key of 0, and the chord of V in the key of F 
minor. A pparently the last chord but one stands alone in the key of F minor, 
but in reality it is followed by another chord (the chord of V) in the same 
key. 



CHAPTER XXXVm. 



CHORDS OF THE SEVENTH OF THE MINOR SCALE. 



~*~ mi iv 7 #iy 7 V7 vif vn> 



i» n 7 ii#4 7 
[HI 



L 



Digitized by Google 



122 CHORD OF THE SEVENTH OF THE MINOR SCALE. 

The chord of the seventh of I in the minor scale, is compc sec 
of a minor common chord and a major (or large) seventh. It is 
called a Minor Large Chord of the Seventh. 

The chord of the seventh of II is composed of a diminished 
common chord and a minor seventh. It is called the Diminished 
Chord of the Seventh. 

The chord of the seventh of II#4 is composed of a major dimin- 
ished common chord and a minor seventh. It is called the Major 
Diminished Chord of the Seventh. 

The chord of the seventh of III is composed of a superfluous 
common chord and a major seventh. It is called the Superfluous 
Chord of the Seventh. 

The chord of the seventh of IV is composed of a minor common 
chord and a minor seventh. It is called a Minor Chord of the 
Seventh. 

The chord of the seventh of #IV is composed of a double dimin- 
ished common chord and a diminished seventh. It is called the 
Triple Diminished Chord of the Seventh. 

The chord of the seventh of V is composed of a major common 
chord and a minor seventh. It is called the Chief Chord of the 
Seventh. 

The chord of the seventh of VI is composed of a major common 
chord and a major seventh. It is called a Major Chord of the 
Seventh. 

The chord of the seventh of VII is composed of a diminished 
common chord and a diminished seventh. It is called the Double 
Diminished Chord of the Seventh. 

No two chords of the seventh in the minor scale are alike. 

The chord of the seventh of II in the minor mode is like the 
chord of the seventh of VII in the major mode. 

The chord of the seventh of IV in the minor mode is like the 
chords of the seventh of II, III and VI in the major mode. 

The chord of the seventh of V in the minor mode is like the cho: \ 
of t ie seventh of V in the major mode. 

The chord of the seventh of VI in the minor mode is like th* 
cho -is of the seventh of I and IV in the major mode. 
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CHAPTER XXXIX. 



THE DOUBLE DIMINISHED CHORD OP THE SEVENTH. 



The most important chord of the seventh in the minor mode, is the <hord 
©f the seventh of five. As this chord is precisely like the chord of the seventh 
of five in the major mode, exercises upon it have been introduced in counec- 
tion with the chord of the seventh of five in the major scale, and the student 
is now presumed to be familiar with this chord in both the major and minor 
scales. The chord of the seventh which may perhaps be ranked next in im- 
portance to the chord of the seventh of five, is the chord of the seventh of 
seven in the minor mode, (the double diminished chord of the seventh). 



In the chord of VII? in the minor mode, the seventh is a 
of the second class. It must descend, but does not require a pre- 
paration. Like the chord of V 7 , [see page 109,] this chord can be 
repeated, and the seventh can resolve in another part than that ill 
which it first makes its appearance. 



Chord of VII 7 in the Chord of VII 7 in the Chord of VII 7 in the 
key of A minor. key of E minor. key of D minor. 




1 2 3 4 
VII j VII7 VII 7 VII 7 
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Plar the chord of VII 7 in every minor key. It will be noticed that this 
chord is not found in the major scale, i. e., there is no double diminished 
chord of the seventh in the major mode. 

Remark. — It will perhaps aid the student somewhat, to notice that if a 
chord is a double diminished chord of the seventh, (i. e., if it is composed 
of a diminished common chord and a diminished seventh,) it is always 
the chord of VII7. If a chord is a chief chord of the seventh, (i. e , if it is 
composed of a major common chord and a minor seventh,) it is always the 
chord of V7. In such cases there can of course be no difficulty in deciding 
what the key is. 

Note- — As the common chord in the chord of VII7 is a diminished 
common chord, there will of course be three tones in the chord >f VII 7 
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which have a fixed resolution, viz., the fundamental note, (which is the 
leading note,) the fifth, (which is a diminished fifth,) and the seventh. 

Write Practical Exercise No. 22 in Close Harmony, with Own Melody, 
taking especial care that the double diminished chord of the seventh (VII*) 
is correctly used. 

Practical Exercise No. 22. 
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Write Practical Exercise No. 32 in Close Harmony, with Given Melody. 
Melody of Practical Exercise No. 22. 
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Write Practical Exercise No. 22 in Dispersed Harmony. 

In both the chief and the double diminished chords of the seventh, 
the seventh can remain stationary, but must resolve when it leaves 
the degree of the scale on which it first appears. 





vn*7 rv 



v T rv 



Tn the first measure of the above example, the first chord is the double di 
minished chord of the seventh. The seventh is F. In the second chord 
the F remains. In the third chord the treble no longer has F, and so it 
(the treble) resolves just as it would have done if the second chord had not 
intervened. If several chords had intervened between the first chord and 
the chord which resolves the seventh, (i. e., the third chord,) it would have 
been correct, provided the part which has the seventh remained upon the 
same degree of the scale, (i. e , provided the treble had remained upon F. ) 
In the second measure, the chief chord of the seventh is treated in the same 
manner. 



Write Practical Exercise No. 23 in Close Harmony, with Own Melody. 
Practical Exercise No. S3. 
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Write Practical Exercise No. 23 with Given Melody, in Close Harmony 



Melody of Practical Exercise No. 23. 
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in Dispersed Harmr ny. 
Write Practical Exercise No. 24 in Close Harmony, with Own Melody 
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Practical Exsrcise No. £4. 
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Write Practical Exercise No. 24 with Given Melody, in Close Harmony. 
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